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ITH THE RISE OF 
romanticism at the beginning of the nine- 
teenth century a fundamental change oc- 
cured in the relationship of the composer 
to his environment. Up to that time he 
had been subjected to a higher order de- 
termined by church and nobility. Com- 
missioned by these agencies, he had cre- 
ated his works for the praise of God or 
that of his aristocratic patron, often not 
only a "lover" but also a "connoisseur" 
of the "science" of music. The subject 
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matter of music, just as that of painting, 
remained fixed, with each epoch creating 
its own conventions and formulae for ar- 
tistic realization. Therefore differentia- 
tions but of style exist between the late 
Gothic music of the fifteenth century and 
the Baroque of the eighteenth. Intellec- 
tual and sociological attitudes of these 
periods are identical. At all times indi- 
viduality was subjugated to a superior 
order accepted without question. 

This picture changed with the French 
Revolution. As the tiers elai and the 
masses threw off the moral and social 
suppression of the ancien regime, the 
artistic personality, too, was freed from 
hitherto imposed conventions and for- 
mulae. Musical confession emerged from 
musical "science" subjected to a higher 
order: it was the confession of the cre- 
ative individual. The musician begins to 
describe in tones his joy and suffering, 
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Ms inner struggle and victory. No longer 
is he the servant of a class or society. He 
conquers the new bourgeoisie through 
the power of his individuality. His ar- 
tistic message becomes a decisive element 
of the arts. Beethoven is the first and at 
the same time the most magnificent rep- 
resentative of this new concept in music. 
In the shadow of this great master who 
knew how to amalgamate individuality 
and the science of music, expressiveness 
and construction in a unique fashion, 
the "blue flower" of romanticism began 
to blossom. How wholesome, beautiful 
and touching is the scent of this flower 
in the works of Schubert, Weber and 
Schumann! This is the intoxicating song 
of "love's sorrow and joy" in lovely vales 
as well as in tempest-torn canyons of 
nature re-discovered. But the decor rap- 
idly changed and the "blue flower" of 
romanticism no longer grew on silent 



HEZNTRICH STEOBEL 

banks of meadows and beside friendly, 
rustling rivulets; instead it grew in the 
soul of the musician, a flower nurtured 
not by fresh springs, but by the heart's 
blood of the artist. 

It is but a step from Weber's naive 
Freischueiz to the self-torturing phantas- 
magoria of Berlioz' Symphonic Fanias- 
iique from which, in turn, a straight road 
leads to Wagner's Tristan und Isolde, the 
very culmination, and at the same time 
the turning point, of the romanticism of 
music. Why culmination? Because never 
before had the musician expressed in 
tones his most personal experiences in 
such a grandiose manner, a manner 
wherein music, word and gesture pene- 
trate each other in an unprecedented 
fashion; never before had musical ex- 
pressiveness obtained such diversity and 
differentiation, and never before had the 
triumph of the creative individual been 
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so overwhelmingly demonstrated. Why 
turning point? Because never before had 
tonality been pushed as far beyond its con- 
fines (which had been fixed, apparently 
with finality, at least for one century by 
Jean Philippe Rameau) as in Wagner's 
Tristan; never before had the chromatic 
scale of twelve half-steps gained such 
power in any musical oeuvre. Even Wag- 
ner became dizzy. In Meisf ersinger and 
in Parsifal he consciously returned to the 
old tonality. 

The assault had succeeded. What had 
been considered eternal and untouch- 
able, the major-minor tonality, now was 
shaken by an overwhelming onslaught 
of musical expressiveness, by an urge 
awakened in Richard Wagner's artistic 
soul as the result of his experience with 
MathUde Wesendonck. The musicians 
with greatest fascination seized the op- 
portunities which a new freedom prom- 
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ised them. They penetrated by means of 
tones ever more deeply into the mys- 
teries of the human soul. 

Piano and chamber music, once the 
bearers of musical romanticism, were fast 
pushed aside by the ever-growing orches- 
tra. The language of the instruments 
suddenly attained unanticipated splendor 
and differentiation. Salome and Elektra 
by Richard Strauss, the symphonies of 
Gustav Mahler, wavering as they do be- 
tween the longing for lost innocence and 
the composer's own emotional tortures, 
and Alban Berg's Wozzeck upset the lis- 
teners yesterday only to convert them 
tomorrow. What, then, had happened to 
that innocent fleur bleue of romanticism? 
It had turned into a fleur du mal. It was 
indeed an intoxicating flower; it glistened 
in a thousand colors, it was sensuous and 
bewildering with its death-laden scent. 

In Vienna lived Arnold Schoenberg, a 
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composer who had given himself over to 
the musical expressionism of the late 
German romanticists with all the fibres 
of his heart, and had pushed expression 
to the last limits of death hysteria in his 
Erwartung and Glueckliche Hand. But 
'he soon had to recognize that the ex- 
cessiveness of expressive and sonorous 
means must end. Consequently he re- 
turned to scoring in the manner of cham- 
ber music, in truly novel combinations 
of. instruments, and at the same time he 
abandoned the very limitations imposed 
upon the creative spirit by tonality. With 
his incomparable intellectual and crea- 
tive intensity, Schoenberg, in the works 
composed shortly before World War I, 
pushed toward the free use of twelve 
half-steps within one octave of the tem- 
pered system. 

One spoke of "atonal" music in those 
days, a term which Schoenberg himself 
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strongly repudiated. He recognized with- 
in a short time, however, that the uncon- 
trolled operation with twelve half-steps 
would lead to an arbitrariness that could 
constitute real danger to music itself. 
How great such danger could be was con- 
vincingly proved by the so-called "New 
Music" prevailing in the Middle Europe 
of the twenties. After long search Schoen- 
berg found, during a rest period in his 
creativeness, a new order: .the order of 
the Reihe, the series. It meant that he 
selected for every work a series of twelve 
tones of the chromatic scale which, in 
four variations, is obligatory for the com- 
position in question, horizontally as well 
as vertically. 

Schoenberg followed his new order at 
first with that inexorable severity which 
is an integral part of his personality. 
Later, when he had emigrated to the 
United States, he allowed certain modifi- 
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cations in favor of the old tonality, with- 
out touching, however, the principle of 
his discovery. This modification, stylis- 
tically speaking a certain "creative relax- 
ation/' goes hand in hand with his ref- 
erences that can scarcely be overlooked 
to Bach and Brahms. Now the historic 
cycle was completed. Schoenberg stands 
at the end of the post-romantic German 
movement epitomized in expressionism; 
at the same time he represents the be- 
ginning of a new epoch. 

Two devoted friends and disciples, 
Alban Berg and Anton von Webern, even 
during Schoenberg's lifetime developed 
different aspects of twelve-tone music. 
Both were followers of a master whose 
discovery by its very nature had to re- 
main strongly theoretical. Berg was of 
a more lyrical and poetic nature. One can 
see in him the impressionist height of 
twelve-tone music. Webern turned to corn- 
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pletely different paths and, by means of 
his dodecaphonic workmanship, founded 
a new style which combines utmost ab- 
straction with unprecedented sensitivity 
to sonority. 

The structural dissolution of romantic 
music into small fragments of sound, 
thematically and rhythmically no longer 
interrelated, but epitomized in expres- 
siveness, obtains its highest degree in 
Webern's work. Webern's music, at first 
consideredr drily 'theoretical, in reality is 
replete with many emotional implications 
and exercises a most profound effect on 
our younger generation of composers. 
Through him the mysterious realms of 
psychoanalysis were opened up to music, 
the realms of a science whose discoverer, 
Siegmund Freud, also hails from Vienna 
certainly no coincidence! 

The tendencies toward over-refinement 
and abstraction in the expressionist 
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movement in the later romantic era, the 
school of Schoenberg, of necessity pro- 
duced a reaction. This reaction, repre- 
sented in Germany by the young Paul 
Hindemith and in France by Les Six, a 
group working under the influence of the 
very strange Erik Satie, is personified in 
the Eastern countries by Igor Stravinsky 
and Bela Bartok. Different as their na- 
tional idioms may be, they all have one 
thing in common: a new rhythmic and 
melodic vitality. The blue flower of ro- 
manticism had become the object of sci- 
entific experimentation. The earthy and 
elemental powers of music rise again as 
reaction to such experiments. Too long 
had rhythm been pushed aside all too 
long by the romanticists whose orienta- 
tion towards harmony was indeed one- 
sided. As a matter of fact, rhythm's mani- 
fold possibilities and combinations had 
not even been considered by most Euro- 
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pean musicians. The French were en- 
thralled by the dance music which had in- 
vaded their country from abroad. Eastern 
composers discovered the elemental sub- 
stance of folk music now freed from 
romantic trappings and some enjoyed 
more, some less a new freedom of har- 
monic thinking brought about by Schoen- 
berg. 

That was the widely hailed epoch of 
"New Music." Fresh blood flowed into 
the veins of a body calcified by German 
symphonism. Substances rich in vita- 
mins strengthened music's fatigued 
bones. A healthy creative optimism 
united practically all young composers 
beyond the borders of national "schools/' 
borders which had become questionable. 
One can understand why, as a result of 
such unity, a work was oftentimes ap- 
plauded for its novelty rather than for 
its purely musical value. Yet fashions 
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change while values remain constant and 
much of the music which enthraUed audi- 
ences yesterday rightly has been for- 
gotten so that wheat is separated from 
chaff. Furthermore, at all times a con- 
nection with the past must be re-estab- 
lished, and the new must find a bond with 
the old. Such is the innovation of tradi- 
tion. These factors, then, characterize the 
music "Between the Wars" which in Ger- 
many, and only there, was called "New 
Music." 

In the meantime the French had not 
resigned their tradition of moderateness 
and temperateness, qualities which con- 
form to their general make-up, even 
though at first glance their music may 
have appeared wild and provocative. 
Even in such a work as Darius Milhaud's 
Creation du monde there lives the spirit 
of Couperin. It is not just coincidence 
that the same MUhaud in his Suite Pro- 
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vengale utilizes themes of Andre Campra 
who hailed from Aix-en-Provence, as did 
Milhaud himself, and who in the early 
eighteenth century worked for the French 
court. Francis Poulenc, too, surrendered 
completely to French charm. He is 
scarcely touched by "New Music." Arthur 
Honegger, a German-Swiss belonging to 
Les Six, despite his many contacts with 
the French spirit embraced Max Reger 
and Richard Strauss much more thor- 
oughly. 

Italian music between the wars, rep- 
resented by the names of Alfredo Casella 
and Francesco Malipiero, meant above 
all a renovation of tradition, that of the 
instrumental music of the seicenlo and 
the seiiecenlo. Paul Hindemith, finally, 
the enfant terrible of the twenties, be- 
came a masterly conserver of a specifi- 
cally German tradition, combining as he 
did the craftsmanship of Johann Sebas- 
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tian Bach with the warmth in sonority 
and expression exuded by the post- 
romanticists. 

In the realm of Eastern European 
music, Bela Bartok is easily the towering 
personality. In his youth he absorbed in 
a most individual manner the sonorous 
and harmonic innovations of French im- 
pressionism and of the Schoenberg before 
the conception of the "series." Subse- 
quently, on the basis of his own scholarly 
analyses of Slavic and Arabian folk music 
he pushed forward into new realms. 
Finally, beginning with the Second Piano 
Concerto, he synthesized these innova- 
tions, excluding none of the musical ele- 
ments, with the great tradition of nine- 
teenth century Western Europe, a tradi- 
tion which he had never abandoned, to 
be sure, even in his most audacious 
works. The quintessence of his creation, 
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Ms string quartets are of an artistic value 
equalling those of Beethoven. 

Both overt and hidden cross relations 
of "New Music" and romantic tradition 
can be found many times in the composi- 
tions of the following generation. In Ger- 
many, Wolfgang Fortner leads Hinde- 
mith's "concerted style" toward dodeca- 
phonic music; Carl Orff most cleverly re- 
juvenates the cult theatre of primitive 
civilizations. In France, Olivier Messi- 
aen, blending the coloristic splendor of 
romanticism with his own brand of 
rhythmic constructivism, couples an 
often sentimental primitiveness with or- 
giastic feats (which are hardly French). 
The combination may well be considered 
a reaction against the thesis of goui and 
mesure proclaimed in France in an all 
too doctrinaire manner. In Italy, Geof- 
fredo Petrassi absorbs manifold inspira- 
tions that came to him from the West and 
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North without resigning, however, the 
classical approach renewed by Casella 
and Malipiero. Luigi Dallapiccola, on the 
other hand, finds a balance for the sen- 
suous sounds of Italian opera in the dode- 
caphonic techniques of the Vienna school. 
These are just random examples charac- 
terizing the situation of European music 
before World War II. 

The balance of innovation and tradi- 
tion seemed accomplished. This fact, if 
so it be, is indicated also in various eff orts 
undertaken in behalf of new interpreta- 
tions of the old tonality which expanded 
its functions and dimensions. It is as 
though one wanted to insure its survival 
(see Hindemith's The Graft of Musical 
Composition). Schoenberg's revolution- 
ary discovery of twelve-tone music was 
grasped by only a very small circle, 
mainly his personal disciples. Yet de- 
spite efforts to preserve tonality, confi- 
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dence in it was definitely shaken. The 
theoretical compromises of the preceding 
generation, no less than their meager 
artistic results, had become an object 
of suspicion to the younger composers: 
cui bono, that neo-classical approach 
growing from romantic reminiscences, 
from historical consciousness and from 
progressive urges? 

The situation demanded a definite so- 
lution, and a solution was found to the 
great astonishment of the older genera- 
tion not by Schoenberg but by Anton 
von Webern. This Viennese composer, 
almost forgotten, who had lost his life 
after the end of World War II through a 
military accident, fast became the ad- 
mired idol of the brightest among the 
young composers of Europe. From the 
terrifying experiences of a war which 
morally and materially had torn down 
all that had been considered solid, the 
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young people escaped into the fascinating 
dreams of abstract, purely intellectual 
games. Webern was logical to the ulti- 
mate; together with tonality he had rid 
himself of all traditional forms. His 
a-f ormal and a-thematic music which al- 
lows but one order, that of the Reihe, 
exercised of necessity a magic power 
upon young people. It attracted all those 
seeking a way out of nihilist desperation. 
The grandiose technical inventions of our 
epoch opened new potentialities in sound 
for all of music, from the Trautonium 
via the Ondes Martenot to the electronic 
phenomena which youth slowly began to 
master. Under such circumstances, who 
would still be desirous of writing sonatas 
according to the well known recipes? 

To the listeners the general confusion 
in music had become most puzzling even 
"Between the Wars." Those who had 
learned how to hammer out a four-hand 
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piano arrangement of the Erolca would, 
of course, not know what to do with 
Hindemith. Those who, without pretense, 
played Haydn quartets in their homes 
were desperate, perhaps for sheer techni- 
cal reasons, when confronted with Bar- 
tok's masterworks. 

After World War I desperation en- 
gulfed also the experts. Amidst so many 
movements, one crossing the other, new 
ones and neo-old ones, they could not 
possibly know where to turn. Can one 
blame them? Nobody knows even today 
whither the road will take us. Perhaps 
to an anesthetizing magic of sound with 
novel instruments, perhaps to mathe- 
matical abstractions in sonority? Will it 
rebound to further artificially conjured 
up primitiveness, or to "neo-impression- 
ist" nebulosities of tone figured out bril- 
liantly on paper? Will it rebound to 
transcending lyrical stammering? Are 
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we looking forward to a solid eclecticism 
which will adulterate everything pro- 
duced by the music of the last hundred 
years? And what about the blue flower 
of romanticism? Does it not appear dried 
in the works of the young dodecapho- 
nists, as if in an herbarium? Is it to come 
to life once more? Or are we perhaps 
heading toward a "new" cultural classi- 
cism in music, the possible result of a 
neo-cultural education? Can a truly new 
music grow at all from the vital feeling 
of our magnificent twentieth century? 
Or, after a hundred years of high flight, 
are we bound to disintegrate, to sink into 
complete insignificance? Is music to be 
but a stimulus for movie, television and 
sports? And: which of the two will be 
the victor, museum or Ef e? 
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N THE MIDST OF A BABBLING 
of esthetic theories and doctrines, in the 
midst of confusion originated by creative 
energies on the one hand and every-day 
demands on the other, the work of Igor 
Stravinsky stands like a rocher de bronze. 
To the development which we have 
attempted briefly to survey it has added 
decisive elements, particularly during the 
years "Between the Wars." Every com- 
poser, no matter how strong, at one time 
or the other has felt compelled to come 
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to terms with Stravinsky, at least with 
his Kussian period, and many have re- 
ceived abundant inspirations from his 
recent works. Nevertheless, it is also true 
that Stravinsky stands above the musical 
development of the first half of our cen- 
tury. He has constantly refused to wear 
himself out with problems only for the 
purpose of arriving at compromises and 
has solved problems with unique clair- 
voyance by employing strictly logical 
procedures. 

For centuries European art had been 
torn between classicism and romanticism. 
The more dominating the manifestation 
of the artistic individual, the more violent 
was that struggle which, as we have seen, 
had culminated in the German music of 
the nineteenth century. This music sig- 
nifies the victory of the individual over 
the omnivalidity of style, and at the same 
time the defeat of craftsmanship and of 
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the craftsman's mentality by pathos or 
by "sensitive confessions." But the omni- 
validity of style and the mentality of the 
craftsman are the very things Stravinsky 
wishes to reconquer. This means a strict 
departure from romanticism, which we 
must fully understand in its entire con- 
cept. 

Stravinsky as a musician of greatest 
alertness could not possibly fail to grasp 
the coloristic advances made by romantic 
music. He also has a real feeling for the 
sensuousness and melodic elan. In this 
respect we need only remember his ad- 
miration for Schubert, Weber and Tchai- 
kovsky. However, with reference to 
Tchaikovsky in particular, Stravinsky's 
intellectuality becomes clear, an intellec- 
tuality completely divorcing him from 
romanticism, for he loves the Tchai- 
kovsky of the small form, the Tchai- 
kovsky of the elegant piano pieces, the 
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Tchaikovsky inspired by Mendelssohn's 
romantic classicism and by the French 
ballet. He loves Schubert and Verdi, 
too because of their spontaneous melo- 
dies. He loves Weber, "this prince of 
music/' because of his knightly gram- 
dezza. In accordance with the famous 
Goethe word, he identifies classicism 
with health and romanticism with illness 
of which he must necessarily be suspi- 
cious. 

Stravinsky abhors that romanticism 
which has made music the mirror of emo- 
tional motives and hysteria. He cannot 
possibly sacrifice the speculative means 
of music to "that urge for expression," 
the word so often cited (and not by co- 
incidence) in the musical esthetics of the 
German romantic period. "L'expression" 
Stravinsky says in his Chronlques de 
ma Vie "n'a jamais etc la propriete im- 
manente de la musique. La raison d'etre 
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de celle-ci n'est d'aucune f agon condition- 
nee par celle-la. Si, comme c'est presque 
toujours le cas, la musique parait ex- 
primer quelque chose, ce n'est qu'une 
illusion et non pas une realite. C'est 
siniplement un element additionnel que, 
par une convention tacite et inveteree, 
nous lui avons prete, impose, comme une 
etiquette, un protocole, bref, une tenue 
et que, par accoutumance ou inconsci- 
ence, nous sommes arrives a confondre 
avec son essence." 1 

Romanticism had looked for an ever 
richer ornamentation of this ienue. It 
had created veritable dresses de luxe 
overladen with pseudo-gold and luxuriat- 
ing in a thousand colors when illuminated 
by the projector's light of the stage or 
by the immoderate eyes of a modern 
conductor. 

We saw how musicians again and again 
remembered (and always at the right 
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moment) the phenomenon of speculation 
which is the basis of their art, and how 
classical-constructivist tendencies were 
marshalled ever anew against the later 
romanticists' pulverization of sonority 
and color. In our epoch there is but one 
musician who with unerring eye recog- 
nized the borderlines between romanti- 
cism and classicism and who was able to 
draw the consequences from such recog- 
nition Stravinsky. Himself a master of 
all combinations and devices in sonority, 
he has never allowed himself to be mis- 
led by them. He has utilized, and he has 
expanded, the arsenal of sound as a styl- 
izing element in his early works, in which 
many to this day see the quintessence of 
his creativeness. It is exactly in such 
use that his Peirouckka is basically dif- 
ferent from the Salome of Eichard 
Strauss. 

Stravinsky once said: "In the pure 
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state, music is free speculation." This 
sense for speculation had gradually di- 
minished during the romantic era. Music 
had become a stimulant, and at times a 
drug. Stravinsky's music has nothing 
whatever to do with such a "drug"; in- 
stead, it is light, clear and translucent 
even where it uses the gigantic apparatus 
of the modern orchestra, as in Le Sacre 
du Print emps. Stravinsky's music is cool, 
constructive and speculative, as is the 
music of Joseph Haydn whom he admires 
so much. Is it, for that reason, a music 
without a soul? Of course not! And yet 
so often exactly that has been argued. 
Only if one synonymizes soul with pathos 
and emotional exhibitionism could such 
a verdict stand. 

However, synonymization of that kind 
had been the prerogative of the romantic 
school from Berlioz to Wagner. All other 
epochs subordinated emotional motives 
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to an intellectual order wMch organized 
and (by means of such organization) 
humanized them from Dufay to Beet- 
hoven, from Monteverdi to Brahms. The 
emotional motives nurture fantasy, they 
help shape imagination. Every human 
being, no matter how far removed from 
genius, has hundreds of ideas every day. 
Often they do not even penetrate con- 
sciousness. Without such Ideas or imagi- 
nation there can be no creative activity. 
On the other hand, imagination does not 
make an "art work." One surely must 
not under-estimate it, but one should by 
no means over-appraise it, as Hans Pfitz- 
ner did in his rather naive theory. 

"Invention presupposes imagination 
but should not be confused with it," we 
read in Stravinsky's Poetics of Mime 
(Poetique Musicale, Paris, 1946. Trans- 
lated as Poetics of Music, Cambridge, 
Mass., 1947), "for the act of invention 
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implies ^the necessity of a lucky find and 
of achieving full realization of this find. 
What we imagine does not necessarily 
take on a concrete form and may remain 
in a state of virtuaUty, whereas inven- 
tion is not conceivable apart from its ac- 
tually being worked out. 

"Thus, what concerns us here is not 
imagination in itself, but rather creative 
imagination: the faculty that helps us to 
pass from the level of conception to the 
level of realization." 

In the art work, this realization is what 
matters; it is the result of much effort 
and it takes time. Beethoven's sketch- 
books speak an eloquent language. What, 
then, is the task of the composer? To 
make a careful survey and appraisal of 
his ideas and his imagination, to select 
his ideas and "organize" them. Stra- 
vinsky, in his writings, again and again 
returns to the concept of order. To that 
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concept all Ms efforts and all Ms projects 
are devoted. TMs fact fully corresponds 
to the craftsman's approach to art. 

"Art in the true sense is a way of 
fasMoning works according to certain 
methods acquired either by apprentice- 
sMp or by inventiveness/' writes Stra- 
vinsky. And another time he says: "Com- 
posing, for me, is putting into an order 
a certain number of these sounds accord- 
ing to certain interval relationsMps." 
These words may sound like a degrada- 
tion of artistic creativity they definitely 
will to those who believe the activity of 
the artist to be a sort of trance situation 
wMch overcomes him in the so-called 
"blessed moments." Trance, however, 
does not last long. Scores created in such 
situations can scarcely be more than mis- 
erable ink spots. 

Stovuisky would be the last to deny 
the frequently cited inspiration. "I have 
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no thought of denying to inspiration the 
outstanding role that has devolved upon 
it in the generative process we are study- 
ing; I simply maintain that inspiration 
is in no way a prescribed condition of the 
creative act, but rather a manifestation 
that is chronologically secondary." In 
inspiration he sees "une force motrice 
qu'on trouve dans n'importe quelle ac- 
tivite humaine et qui n'esl nullemenl le 
monopole des artistes. Mais cette force 
ne se deploie que quand elle est raise en 
action par un effort, et cet effort est le 
travail." 2 

Such a concept of artistic activity is 
in diametric contrast to the separation 
of form and content as maintained by the 
musical esthetics of the romantic move- 
ment. Everything creative was included 
by the representatives of such esthetics 
in the nebulous idea of "content." Form 
to them was but a necessary evil, a kind 
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of undignified writing act which the 
composer exercised according to paper 
rules. What degradation of art is ex- 
hibited in such an approach! According 
to that concept, the great masters of the 
Middle Ages who always used the same 
themes and therefore represented always 
identical "content" were simply crafts- 
men the word used in a modem, con- 
temptuous manner. However, in reality, 
craft means a most honorable and proud 
thing: ability developed to mastery. Mod- 
ern thinkers like Montaigne speak cor- 
rectly of "painters, poets and other crafts- 
men/' a matter emphasized in Stravins- 
ky's Poetics. Artists of great ability such 
as Hindemith attribute, and not in vain, 
deep significance to craftsmanship. 

Those who recognize the factor of 
"organizing activity*' of the creative, 
human being cannot possibly regard form, 
as but an empty scheme, a barren skele- 
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ton which must be filled with content. 
Rather they will look upon it as the 
proper and true manifestation of produc- 
tive energy. With the organizing thought 
of the composer, his inspiration and im- 
agination gain that concreteness, plas- 
ticity and intensity which alone lend 
validity to his art work. In this organiza- 
tion his very artistry is contained, and it 
must prove and manifest itself ever anew 
in every one of his projects and tasks 
the word Stravinsky likes so much. 

Through the unique power of organi- 
zation the true creator can be distin- 
guished from the academic rouiinier. 
And yet has not Stravinsky more fre- 
quently than any one else been accused 
of "academicism?" Yes and such accu- 
sations, as a rule, come from a confusion 
of ideas caused by the musical esthetics 
of the romanticists and evident in many 
modern writings on music. 
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The writers were so thoroughly embar- 
rassed by their predecessors' unrespon- 
sive attitude to the new in the course of 
the last hundred years that now they 
were suddenly swept by a real "mania 
for progress." They became suspicious of 
all relations to tradition, so that every- 
thing that sounded new was, if not a 
revelation, at least a road toward the 
future. Thus they frequently confused 
appearance with substance, the dress 
with that which it was to cover. What 
a wonderful chance for charlatans! 

Stravinsky, in reality, is the very op- 
posite to the academician, a personality 
of such immediacy and spontaneity of 
expression in the most important as well 
as the least important things of life that 
he is almost incomparable. He brooks 
no half-way measures. He never stands 
on the sidelines. Everything commands 
his undivided attention. Every one of his 
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reactions betrays the "total individual/' 
"I do not have a temperament suited to 
academicism; so I always use academic 
formulas knowingly as I would use folk- 
lore. They are raw materials of my 
work." 

This utilization of "raw materials" has 
produced much misunderstanding of 
Stravinsky, and this misunderstanding 
is the result of insufficient familiarity 
with Stravinsky's artistic thought. We 
saw that he regards organization and 
construction as manifestations of artistic 
creativeness. Naturally he is not indif- 
ferent to the substance of sound, to so- 
nority, any more than painters or sculp- 
tors of former epochs were indifferent to 
the selection of their theme from the total 
treasury of subject matter laid down by 
convention. However, theme, sonority 
and substance to Stravinsky are only 
ways of obtaining meaning for the art 
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work and that through organization. 
Did not Bach and Handel base some of 
their most significant works on the the- 
matic ideas of others? They, too, saw the 
activity of composing mainly in organi- 
zation and in construction, as did the 
artists of the entire Western civilization 
prior to the French Revolution. 

Stravinsky stands solidly in our time. 
"Cultural escapism" which seeks refuge 
in the supposedly better past is far from 
Ms horizon. He hates the snobbish es- 
theticism of the "cultural pessimists." 
On the other hand, as an individual of 
our time, he cannot divest himself of the 
culture and education which determine 
our intellectual existence to a much 
greater degree than would be admitted 
by most Europeans today. 

Historical perspective is an approach 
deeply influencing all Western thinking. 
There is scarcely an intellectual response 
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in us which could be called devoid of 
historical consciousness. Our knowledge 
and our absorption of culture is, in fact, 
so general that, for instance, a modern 
human being simply cannot pass by 
Romanesque or Gothic art works, as 
Goethe was still able to do, without pay- 
ing attention to their subtle differences. 
Today we can no longer hear music with- 
out, perhaps unconsciously, surrendering 
to historical comparisons. Only through 
such historical attitudes have Bach, Mo- 
zart and Beethoven become living ideas. 
Whenever "actual experiences" have 
failed us in our attempt to come to terms 
with the present, historic knowledge has 
caused us to escape into the past, has led 
us to a "museum attitude" and to exces- 
sive worship of the cultural achievements 
of earlier periods. Thus a large contin- 
gent of European music lovers is satisfied 
with "museum worship." Their ears are 
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more or less deaf to the voices of the 
present. 

A powerful expansion of our historical 
consciousness has taken place, even more 
so since the cultures of remote countries 
have invaded our minds. What would 
modern art be without our understand- 
ing of the exotic peoples, or of past civili- 
zations gone since millenia? What would 
modern music be had we no knowledge 
of the vast treasures of the past redeemed 
from oblivion by musicological research 
during the last hundred years? Without 
archaeology how would Thomas Mann 
have written his "Joseph" cycle? 

The Russian Stravinsky grew into 
Western historicity with that logic that 
is part of his individuality. Once he had 
absorbed Russian folklore he entered, 
with I/Hisio!re du Soldat Mavra and 
Pulclnella, the realm of European ex- 
periences, and with almost every work 
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he expanded his own perspective of his- 
tory. A product of the classic-Italian tra- 
dition of Russian music, he felt attracted 
more powerfully to the Latin cycle than 
to the Germanic f or the latter had been 
encumbered by the mystical dusk of 
romanticism ever since Wolfram von 
Eschenbach. To a creator of Stravinsky's 
spontaneity it would be unthinkable to 
utilize historical elements with scientific 
exactitude, with "work fidelity." He is 
interested in a creative transformation 
and complete repossession. He is an 
homme de prole, as C. F. Ramuz correctly 
states. 

To speak further in the manner of 
Ramuz, Stravinsky is both primitive and 
sophisticated, or, to put it differently: in 
one person he is the elemental Russian 
and the highly cultivated European of 
recent vintage. Having heard Stravinsky 
conduct his own works only once, one 
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knows how even the most charming of 
his compositions suddenly assumes awe- 
some, elemental aspects. The primitive- 
ness of his personality pushes through 
again and again (and unexpectedly so), 
but it is always controlled by an inexor- 
ably severe thought of order, the common 
denominator of all his works. 

Stravinsky, then, uses the past as ma- 
terial not exactly respectfully, but with 
the proud egoism of an autonomous artist. 
He is not averse to going back within one 
work to Handel and to Verdi, or to 
Vivaldi and, at the same time, to jazz. 
As a creative engineer he acts with com- 
plete sovereignty and, seeing in the act 
of organizing the very function of the 
composer, he permits himself complete 
generosity with respect to musical build- 
ing materials. The objections so fre- 
quently propounded against him, which 
culminate in the baseless contention that 
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he adorns himself with the feathers of 
others, are thus answered. 

As long as he utilized only Russian 
folklore, Stravinsky, strangely enough, 
never was reproached, because the "con- 
noisseurs" for decades had been accus- 
tomed to the fact that Russian composers 
like to embellish the substance of their 
country's folk music with modern sonori- 
ties. Writers docile and humble in regard 
to Stravinsky's "Russian" works were 
thoroughly startled, however, when Stra- 
vinsky began to utilize idioms of Euro- 
pean music. We remember that one of 
the best known German music critics of 
the twenties, for instance, called Stra- 
vinsky "the chameleon of modern music," 
contending that the composer would 
show a new face in every work, perhaps 
just for the purpose of making fools of 
his listeners. Honor to his ashes one 
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could scarcely misunderstand Stravins- 
ky's Western message more thoroughly! 

But let us try to understand. Was it 
not necessarily confusing to musical ob- 
servers-at-large observers who had long 
been accustomed to composers repeating 
their style once fixed when Stravinsky 
with every new work confronted them 
with a need for a new and a final solution 
of a certain problem? Stravinsky called 
it "the task which I set myself." He 
solves each task once and forever and 
never, or rarely, returns to it. If he does, 
as in the two late symphonies, it really 
concerns two completely different types. 

Stravinsky had recognized with pene- 
trating logic from the very outset that 
the "late" and overripe situation of Euro- 
pean music suggested but two possibili- 
ties. One was continuing on the pathway 
of the romanticists as Schoenberg and 
his disciples were doing, and as the neo- 
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Webernists, among the younger, are do- 
ing today and the other was a return 
to the classical approach, the approach 
he chose. It took a Stravinsky, to be sure, 
to make such a decision without stagnat- 
ing in classicism, which means in histori- 
cal consciousness and in a resulting imi- 
tation of classical prototypes. 

He intentionally ignored a number of 
discoveries of modern music in order to 
find his way back to the true tradition 
of Western music and to renew it with 
the vital feeling of our time. He is one 
of the few masters of the twentieth cen- 
tury who obtains that "higher order" of 
the old masters about which we spoke 
before. And just as the old masters, he, 
too, subjects his strong individuality to a 
severe compulsion willingly and inten- 
tionally. He rejects the freedom whose 
perils he knows all too well, that un- 
limited freedom of artistic utterance 
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which had alienated music from the 
public in the most terrifying manner, so 
much so that the most recent attempts 
of composers address themselves to the 
smallest circle of specialists and can be 
heard only in the broadcasting studios 
during late-night shows. 

Stravinsky adheres to a law which he 
formulates for himself and the limita- 
tions of which he keeps increasingly 
narrow. It is certainly not just coinci- 
dence that ancient subjects play such a 
great role in his work. He sees in them 
the perfect creations of Humanism, that 
Humanism toward which he himself tends 
with ever-intensified awareness. He does 
not wish to give us modern interpreta- 
tions of the legends of Oedipus, Apollo, 
Persephone and Orpheus. He wants to 
re-awaken their spirit with his modern 
musical language. His music in the truest 
sense of the word is humane, and for that 
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reason it radiates that characteristic 
which had been lost in all modern music: 
sereniias. 

This humaneness of Stravinsky's music 
accomplishes its stylistic unity. We know 
that in speaking of stylistic unity with 
regard to Stravinsky's work many con- 
noisseurs who have followed us to this 
point perhaps hesitatingly will skep- 
tically shake their heads. We can hear 
them whisper: "This is going too far! 
Unity of style in, of all composers, Stra- 
vinsky!?" "Does his music not scintillate 
in a thousand colors like a kaleidoscope?" 
we hear them ask. "Does he not mix the 
most heterogeneous elements of style 
without hesitation?" This all may be 
true, is our answer; however, it in no 
way alters the fact that Stravinsky makes 
all the building stones, large or small, of 
the past which he has chosen for his own 
use, his own, and completely so. He melts 
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them in the fire of his organizing con- 
structivism. 

The romantic experience has often mis- 
led us into confusing style with personal 
signature. The general idea of style has 
thus been narrowed down to the style of 
one person. However, a composer who 
wants to achieve omnivalidity cannot 
possibly be satisfied with his personal 
style alone. He must go beyond that, just 
as Mozart did, especially in his operas, in 
which he amalgamated all essential styl- 
istic elements of the eighteenth century 
and in so doing did not shy away from 
historical reminiscences which were part 
of the cultural awareness of Ms time. 
Stravinsky, utilizing all the experiences 
which offer themselves, does not care 
about the manifestation of his person- 
ality, but he is emphatic on the manif es- 
tation of an artistic concept as mirrored 
in his personality. We see the stylistic 
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unity of Stravinsky's oeuvre in his men- 
tality. It is the identity of this artistic 
spirit which joins Peirouchka with Per- 
sephone, Le Sacre du Printemps with 
Orpheus, Les Noces with Oedipus Rex. 
And that spirit is the spirit of classicism 
in ari. 
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GOR FEDOROVICH STRAVINS- 
ky was born on June 17, 1882, in Oranien- 
baum, near St. Petersburg, the summer 
residence of Ms father. He hails from the 
conservative world of Russian aristoc- 
racy. His fattier Feodor was one of the 
most celebrated opera singers of Ms time, 
a well-to-do man of fine reputation who 
raised his children in strict family tradi- 
tions and in the no less strict Greek 
Orthodox faith. Strictness has left deep 
traces in Stravinsky's personality. 
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In accordance with the autocracy in 
old Russian tradition no son is permitted 
to choose his profession himself. Igor was 
expected to take up law and he studied 
jurisprudence at the St. Petersburg Uni- 
versity and took the graduating exami- 
nations there. The profession of Stra- 
vinsky's father allowed the son, however, 
to become familiar with music from his 
earliest childhood. The music of Mikhail 
Glinka was the guiding star of his youth. 
Piano lessons, customary for sons of well- 
to-do parents, while affording him little 
pleasure were decisive for his attitude 
toward the phenomenon of sound. 

He grew up with sonorities before be- 
coming engaged in compositional exer- 
cises which, based on old-fashioned rules, 
were never to his liking. He much pre- 
ferred spending his time in the circles of 
progressive painters and literati. Through 
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these he met the vanguard of art, and 
particularly of French art. 

During a vacation spent with his par- 
ents in Germany he met Rimsky-Korsa- 
koff in -Heidelberg. Among the Russian 
composers of that era Rimsky was doubt- 
less the artist with the best schooling and 
who as a teacher enjoyed absolute au- 
thority. Stravinsky was thoroughly disr- 
appointed when the famed master showed 
so little enthusiasm for his first compo- 
sitional attempts. He was not completely 
turned down, however, and Rimsky rec- 
ommended that Stravinsky engage in 
more thorough studies of compositional 
technique. Recognizing the originality 
of the young man's artistic makeup, he 
dissuaded him from attending the St. 
Petersburg Conservatory ("que Fatmo- 
sphere de cette institution n'etait pas 
faite pour moi") and suggested private 
lessons with one of his students. 
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After the death of his father Stravinsky 
came into even closer contact with 
Rimsky. He studied form, analysis and 
particularly instrumentation with him. 
His assignments consisted of orchestra- 
tions of piano works by Beethoven and 
Schubert. Stravinsky was completely 
aware of being trained in old-fashioned 
concepts for meanwhile he had encount- 
ered new perspectives through a man 
who was to become very significant for 
Stravinsky's future. And these fresh 
ideas had blown into the Russian capital 
on winds from the West. 

The man in question was Sergei Di- 
aghilev, founder of the Russian Ballet. 
When Stravinsky met this ingenious in- 
spirer of modern art, Diaghilev was the 
editor of a vanguard art magazine as well 
as the impresario of modern art exhibits. 
Only later did he found the famed ballet 
ensemble whose much admired stars 



56 



STRAVINSKY: CLASSIC HUMANIST 

were Pavlova, Karsavina and Mjinsky. 
Through title stimulating circle of Sergei 
Diaghilev, Stravinsky became acquainted 
with the music of Claude Debussy. 

This is scarcely the place to describe 
Debussy's significance for modern music, 
but it should be remarked that it was 
Debussy who once and for all pushed 
through the limitations of functional- 
tonal thinking and who invented a new 
method for both the construction and the 
juxtaposition of chords. He contrasted 
the dynamic principle of the leading tone 
(which had led from Wagner's Tristan 
to Schoenberg with undiminished vigor) 
with the static principle, that of a free 
succession of multi-functional sounds all 
based upon seventh chords. He gave this 
principle reality in a new compositional 
technique which supersedes the thematic- 
symphonic workmanship that had been 
applied for a full century, replacing it 
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with a succession of harmonic complexes 
of manifold tonal derivations. At the 
same time, he invented a light, transpar- 
ent and more tentative type of instru- 
mentation in which coloristic nuances 
were no longer blended but rather juxta- 
posed with the most delicate sensitivity. 
These innovations left their marks in the 
early works of Igor Stravinsky. 

Of such traces we notice little in his 
first major composition, the Symphony 
in E flai major, opus 1, dedicated to his 
teacher Rimsky. It is a pupil's work fol- 
lowing the symphonies of Alexander Gla- 
zounov with regard to structure and, in 
substance, the standard works of that 
epoch. However, one thing is undeniable: 
even here we find complete mastery of 
orchestral treatment. Naturally, this 
mastery is based upon experiences gath- 
ered from Rimsky-Korsakoff, but the or- 
chestration has freshness and, particu- 
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larly in the scherzo, a lustre which allows 
us to anticipate the young master of 
L'OIseau de Feu. 

This mastery is advanced to virtuosity 
in the two following orchestral works of 
the young composer: the Scherzo Fan- 
iasilque and the Feu d'arfifice. As indi- 
cated in the titles, we here deal with 
compositions of the much admired realm 
of French impressionism. The Scherzo 
was inspired by Maeterlinck's famed Vie 
des abeUIes. Feu d'arfifice, thematically 
speaking, derives from Debussy himself. 
Despite that "painting in sound" the two 
scores are clearly distinguishable from 
the impressions of French artiste they 
are of a logic in thematic construction 
and, above all, of a plasticity in sonority 
which seems concrete, almost bodily 
alive. When Diaghilev heard these works 
during the winter of 1909 in a concert of 
modern compositions conducted by Siloti 
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in St. Petersburg, lie at once intuitively 
recognized that Stravinsky was the man 
to compose a ballet which he had planned 
for his troupe for the following season. 
The resulting work originated Stravins- 
ky's world-wide reputation which to this 
day rests on L'OIseau de Feu. 



This score, too, has all the earmarks of 
a work of youth; but it is the early work 
of a master who is on his way to him- 
self. The choreography and story by 
Fokine, based on a Russian legend, de- 
scribes the struggle of the Firebird, the 
spirit of good, with the magician Kast- 
chei, the spirit of evil. Of course, it ends 
with the defeat of Kastchei in the tri- 
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umphal manner that can be expected in 
a Russian "pomp" opera. 

The Infernal Dance of Kastchei and his 
followers is the most original and the 
most significant part of the ballet. In the 
representation of demoniacal powers the 
elemental temperament of our composer 
manifests itself for the first time. And 
what an abundance of bizarre sonorities, 
of terrifying accents, and of rhythms 
arbitrarily disobeying the meter! The 
sound picture is delineated by the most 
penetrating instruments of the orchestra, 
trumpets, trombones, xylophone and pi- 
ano, which are given solo billing in a 
manner characteristic of Stravinsky. The 
complexity of sound phenomena, how- 
ever, does not prevent a most solid and 
logical construction. The "Danse Infer- 
nale," a good example of the "almost 
graspable plasticity" of Stravinsky's 
music, of which we previously spoke, is 
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most original. In Western music thereto- 
fore unknown, it testifies to the compos- 
er's power to translate the gestures of 
dancing into musical forms. 

Stravinsky's music has an incompara- 
ble "gestic" concreteness. It delineates 
pantomime and motion unmistakably and 
clearly. Owing to this faculty Stravinsky 
could emerge as the greatest ballet cre- 
ator of music. We intentionally say 
"ballet creator," for through him ballet 
has become an autonomous musical form. 
In former times one wrote music, occa- 
sionally very good music, which could be 
danced. Stravinsky esteems such music 
highly, as may be seen from the fact that 
in Ms later works he likes to utilize it, 
and indeed in I/Oiseau de Feu "classical" 
reminiscences are suggested. Stravinsky, 
however, does not write music which can 
be danced, as a rule, but music which 
must be danced. It is the mirror, in sound, 
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of the essence of dance, gesture in panto- 
mime. 

In comparison with the "Danse Infer- 
nale" the other parts of L'Oiseau de Feu 
amount to little. All are brilliantly or- 
chestrated, to be sure, as, for instance, 
the Firebird Variations from the point 
of view of pantomime fascinating indeed 
or the pompous but not happily de- 
veloped Finale. They indicate that Stra- 
vinsky had learned a great deal from a 
master like Rimsky-Korsakoff , and also 
that he knew how to develop in an inde- 
pendent, progressive manner what he 
had absorbed. 

Diaghilev's commission for this famed 
ballet had come from Paris by telegram. 
In reactionary St. Petersburg there was 
a powerful opposition to Diaghilev, so 
strong that the propagator of modem 
Russian art, particularly since the unrest 
of 1905, preferred living in the free air 
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of the French capital, then at the zenith 
of its "liberal splendor." With art exhibi- 
tions and opera performances Diaghilev 
had introduced himself in the best way 
possible, but the great sensation was to 
be the guest performances of his Russian 
Ballet. 

Today no one can possibly imagine the 
effect of that splendor of colors, artistic 
luxury and virtuosity of dancing in which 
these performances excelled. Like an 
elemental tornado from "un~drained" 
Asia, these ballets whirled over the Pa- 
risian stages. Everyone seemed mesmer- 
ized by these Eastern revelations. Only 
those familiar with the dusty mannerisms 
and the unbelievable lack of musicality 
in Parisian opera ballets can imagine the 
sensation these highly cultivated Rus- 
sians produced. 

This was unheard-of luck for Stra- 
vinsky his Parisian debut coinciding 
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with the Parisians' glowing enthusiasm 
for the Russians. The unknown composer 
from Oranienbaum became the cele- 
brated hero of the day with one stroke. 
The premiere of L'OIseau de Feu took 
place on June 25, 1910 in the Paris Opera 
with Karsavina in the title role and 
Gabriel Pierne conducting. 

After this first brilliant encounter with 
Paris, Stravinsky felt deeply attracted by 
France. In France the musicians whom 
he had admired most from afar and 
whose works had impressed him so much 
lived and worked: Dukas, Falla, Ravel 
and, above all, Debussy. Literary Paris, 
too, exercised a tremendous fascination 
on the master who preferred the ac- 
quaintance of painters and writers to that 
of professional musicians. France became 
Stravinsky's second home. In France the 
Russian developed into a citizen of the 
world. France led him to his classical 
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approach In the arts. In 1934, France 
made him a ciioyen of the much maligned 
and yet so impressive Troisieme Repub- 
lique. 

For the time being, Stravinsky was the 
musical exponent of that ravishing Rus- 
sian art for which the hearts of France 
were frantically beating. Even while 
working on L'Oiseau de Feu Stravinsky 
was projecting a new ballet the theme 
of which was to be the celebration of 
spring in pagan Russia, the Russia of 
primeval times. The project was shelved 
for a while when a new idea entered his 
mind. He was at that time with his family 
in 1906 he had married his cousin, 
Catherine Nossenko in Clarens at Lake 
Geneva which in the difficult years of 
World War I became his idyllic refuge. 
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"Avant d'aborder le Sacra du Prin- 
iemps, dont la realisation se presentait 
longue et laborieuse, je voulus me diver- 
tir a tine oeuvre orchestrale ou le piano 
jouait un role preponderant, une sorte de 
Konzerisiueck. En composant cette mu- 
sique, j'avais nettement la vision d'un 
pantin subitement dechaine qui, par ses 
cascades d'arpeges diaboliques, exaspere 
la patience de Torchestre, lequel, a son 
tour, lui replique par des fanfares mena- 
gantes. Ce morceau bizarre acheve, je 
cherchai pendant des heures, en me pro- 
menant au bord du L^man, le titre qui 
exprimerait en un seul mot le caractere 
de ma musique et, consequemment, la 
figure de mon personnage. Un jour, je 
sursautai de joie. 

"Petrouchka! Feternel et mallieureux 
heros de toutes les f oires, de tous les 
pays!" 3 

Thus Stravinsky describes the creation 
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of the work which laid the foundation 
for his world-wide reputation as the 
master of modern music. The mentioned 
Konzerf stueck became the second tableau 
in the new "choreographic drama" which 
he worked out with the famous painter 
Alexandre Benois who designed the 
scenery and costumes. An additional 
movement was already completed, a 
Eussian Dance, which now has its place 
at the end of the first tableau. The idea 
of using the puppet tragedy of Pe- 
trouchka within the framework of the 
old St. Petersburg Carnival is Diaghil- 
ev's. He and Benois would have been 
bad entrepeneurs had their new work 
failed to take advantage of the Paris en- 
thusiasm for Russian folklore. And had 
not Stravinsky indicated this direction 
himself when associating the first move- 
ment of his Konzertstueds: with Pe- 
trouchka, that poor puppet perishing 
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through love for the capricious ballerina, 
a love brutally destroyed by the Moor? 
Of course, he uses melodic elements of 
national Russian origin. He not only 
dresses them in the modern timbre of 
the orchestra as his predecessors had 
done (and as he himself had done in cer- 
tain parts of L'Oiseau de Feu), but he 
transforms them by means of his fantasy 
into grotesque entities, flashes of light- 
ning, furious and melancholy gestures 
expressed through sound. And how novel 
the treatment of the piano is with its 
violent chains of chords, tonally fixed, to 
be sure, yet harmonically no longer 
"functional!" The winds, in accordance 
with their specific character, acquire 
hitherto unknown independence. In the 
Konzerisiueck the tritone (which already 
had played an important role in L'Oiseau 
de Feii) is elevated to a harmonic "lead- 
ing motive/ 1 in that Stravinsky sounds 
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simultaneously C major and F sharp ma- 
jor in the famous fanfare. 

The center of the second tableau is the 
dance of the coquettish ballerina accom- 
panying herself on the cornet a plslon. 
For the first time we become aware of 
Stravinsky's love for the waltz. It is a 
frequent mistake to consider this dance 
a parody. With reference to later works, 
such as the Suites for Small Orchestra 
and even L'Hisioire du Soldai, critics 
have used the word "parody" indiscrimi- 
nately. Due to the excesses of pathos in 
the music of the post-romanticists they 
had lost the understanding for esprit and 
capricious humor. In a witty and clever 
way Stravinsky cleanses the waltz of all 
the schmalz with which it had been sur- 
feited by sentimental cafe-house musi- 
cians. A few, pungent instruments led 
by the comet a piston do the job, plus an 
ostinato rhythm mixed with 2/4 meter 
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disobeying all rules and traditions. The 
Viennese waltz has been reduced to its 
naked sound substance. 

The element of rhythm, so long neg- 
lected in all European music, appears in 
Peirouchka with uncommon severity, 
with special importance attached to the 
odd rhythmic beats, rather than to the 
even. Small intervals are repeated with 
upsetting obstinacy. The technique of the 
ostinato is foreshadowed, a technique 
later to become one of the most signifi- 
cant means of Stravinsky's musical con- 
structions. Much of this music is inspired 
by visual impressions and associations, 
and at the same time worked out with 
precision, clarity and with the logic of 
form, so that the result is not identical 
with the art works of musical impres- 
sionism. Most personal is Stravinsky's 
method of concretizing even those ideas 
which he had received undeniably from 
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French impressionism. This is seen in 
the much admired lour de passe in the 
first tableau. The folklore parts are the 
most conventional stretches of this work. 
But even for them he has such magnifi- 
cent ideas as the scare chords of the trom- 
bones and tuba in the Coach Dance of 
the last iableau. The finale of the ballet, 
in which the ghostlike figure of the dead 
Petrouchka appears on the puppet stage, 
is one of a magical transcendence which 
Stravinsky achieves again only once 
more, in the last picture of his recent The 
Hake's Progress. 

Petrouchka was produced by DiahileVs 
Ballets Busses at the Theatre du Chatelet 
in Paris on June 13, 1911. Michel Fokine 
was the choreographer, Nijinsky danced 
the title role, and Pierre Monteux con- 
ducted. 
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Pefarcmchka pushed Igor Stravinsky 
into the front line of the musical van- 
guard. His next ballet, Le Sacra du Prin- 
iemps, made him an admired revolu- 
tionary in the eyes of his contemporaries, 
and the object of endless ovations. Finally 
the scandal came without which public 
opinion does not bestow such a title upon 
anyone: the first performance of Le Sacre 
in Paris at the Theatre des Champs Ely- 
sees on May 29, 1913. Mjinsky was both 
choreographer and star and again Mon- 
teux conducted. 

This really was "new music." Outbursts 
of rhythm's elemental powers, a sizzling, 
shocking, pounding, seemingly without 
order, propelling and overwhelming 
thus Le Sacre du Priniemps appeared to 
the listeners of 1913. They overlooked 
that the scandal was caused only to a 
small degree by the music, that it was 
largely the result of an inadequate and 
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unmusical choreography by Nijinsky. A 
stylization of old oriental models was the 
craze and he had tried to apply such styli- 
zation of gesture and pantomime to, of all 
things, these "Tableaux of Pagan Rus- 
sia." DiagMlev had used a representative 
of the Dalcroze School of Geneva as his 
assistant, and she had counseled Nijinsky 
on rhythmic gymnastics. It is clear that 
this kind of pedagogical approach to the 
dance was not applicable to the highly 
complicated musical events of Le Sacre 
du Priniemps; the result was choreo- 
graphic chaos. 

The "shocking" effect of the music of 
Le Sacre rests on its displacement of the 
values of the basic musical elements: 
melody, harmony and rhythm. Melody 
had dominated in classical music. In the 
romantic movement, harmony increas- 
ingly had gained independence and 
power until in many works of the later 
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nineteenth century rhythm had com- 
pletely disintegrated tinder harmony's 
tyrannic rule, a rule which had subordi- 
nated even melody. The main accent in 
Le Sacre du Printemps is on rhythm. 
As an element it subordinates harmony 
which, in turn, frequently is but a means 
of intensifying rhythmic events, and it 
equally subordinates melody for long 
stretches by contracting it to small and 
constantly repeated motives. The har- 
mony, on the other hand, rests on bi- 
tonality, already applied in the preceding 
ballets, but now elevated to a principle 
and enriched by alterations of the funda- 
mental chord. The melodic building 
stones of the score are condensations of 
Eussian folk music and are, accordingly, 
strongly diatonic. 

While Stravinsky in I/QIseau de Fern 
and in Peirouchka borrows entire com- 
plexes of melody from Russian folk 
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music, in Le Sacre a constructive manner 
transforms the material borrowed from 
foreign realms and condenses and epitom- 
izes it. Le Sacre, from all we know, has 
but one original melody, the feared bas- 
soon solo at the beginning. 

It is a mistake, however, to regard Le 
Sacre du Printemps as only an expression 
of rhythmic elemental powers, as was 
donef or a long time. Instead, there are two 
basic characteristics inherent in the work. 
One is pronouncedly delicate and sensi- 
tive, and is most clearly evident in the 
introductions to both parts, unthinkable 
without the influences of Debussy and 
Ravel (even though Stravinsky has trans- 
formed these influences into a hard, cool 
language). The other characteristic is the 
elemental rhythm of which we spoke and 
which, particularly toward the end of the 
two tableaux, breaks through with in- 
credible harshness. For long passages the 
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orchestra, consisting of more than a 
hundred men, becomes a tremendous per- 
cussive instrument. 

The essence of the rhythmic events lies 
in the absence of symmetry. During 
several centuries our music had been 
organized in a symmetrical manner,, a 
manner conspicuous in every classical 
melody. The exciting and at the same 
time shocking effect of Le Sacre is de- 
rived from the fact that no symmetrical 
succession of rhythms obtains. The 
rhythms constantly change with every 
measure even when the meter remains 
identical. And these rhythms with many 
ingenious changes run against the so- 
called "strong" beats of the measure. 
However, in the final scenes, meter itself 
changes with every bar. 

It has frequently been contended that 
Le Sacre da Prlniemps started the inva- 
sion of uncivilized Aaa and her ele- 
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mental vigor into European music. One 
can scarcely sustain such an opinion. The 
score is created with a raffinemeni, with 
a cleverness that testifies much more to 
the over-civilized atmosphere of 1913 
than to primitive culture. How absurd 
to assume that Stravinsky is a "primitive 
Russian!" He himself would strongly re- 
pudiate such a term. His concern for 
rhythmic problems has nothing whatever 
to do with primitiveness. Instead, the 
reason for such concern was the literary 
subject matter of the ballet aside from 
a certain historical outlook previously 
discussed. We are here confronted with 
scenes from the pagan world of ancient 
Russia; and that world had to be given 
shape through music. Stravinsky saw in 
rhythm the ideal element for his realiza- 
tion of such a task. Nor can we under- 
estimate the illustrative components of 
Le Sacre as we admire the "absolute" 
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musical solution found by the composer. 
Le Sacre du Printeraps is based upon 
visual and literary associations, too, and 
as a conception it corresponds to the most 
fundamental desire for a modern style. 
Stravinsky has vigorously protested 
against the label "revolutionary" just be- 
cause he wrote Le Sacre du Priniemps. 
Le Sacre to him was a special "case/' 
which posed certain musical, and techni- 
cal, problems. These problems had to be 
and were solved. As always, he then 
turned to an entirely new task. Even 
today there are people who complain 
woefully that Stravinsky abandoned the 
road of steady revolutionary progress 
(the road on which Le Sacre du Prin- 
iemps was a flamboyant marker) and that 
the master gradually turned into an aca- 
demician. They misunderstand the es- 
sence of Stravinsky's personality. Not- 
withstanding all incontestable innova- 
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tions brought about by Le Sacre, the work 
still marks the end of Stravinsky's youth- 
ful period, one of learning and of gather- 
ing experiences. With that work Stra- 
vinsky had investigated all the tools, as it 
were; from now on he is less and less in- 
terested in subject matter and themes. 
He is not emphatic on what prompts his 
music. All his work, all his thinking and 
searching now centers on the autonomy 
of sonority; and even if his sounds are ar- 
rived at in closest connection with a text 
or with a choreography, yet it is always 
the autonomy of sound which holds 
Stravinsky's attention. 
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Departure from stylization of choreo- 
graphic situations by means of a "gestic" 
type of music and the resulting turn to 
absoluteness of musical construction is 
achieved in Stravinsky's next great work, 
Les Noces, the result of a nine-year-long 
effort which repeatedly had been inter- 
rupted by other projects and assign- 
ments. Financially these years were the 
most difficult for our young composer. 
World War I had broken out. The con- 
tact with Eussia upon which Stravinsky 
depended with tender affection had been 
cut off. More than anything else, this 
affection for his native country, which he 
has never seen again, determined his ad- 
herence to Russian themes. To be sure, 
he found solutions that had nothing what- 
ever to do with the "choreographic dra- 
mas" of his youth. 

The decisive features in this new devel- 
opment are resignation of color and bril- 
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liance and, together with them, abandon- 
ment of the large orchestra as used in the 
post-romantic era, radical reduction of 
sonorities, incorporation of song beyond 
any lyric-dramatic formulae heretofore 
valid, and the plastic shaping of melody. 
All these features indicate tendencies to- 
ward a classical approach, an attitude as- 
sumed by a man who had recognized and 
discovered himself. What marvelous solu- 
tions were found in those decisive years 
spent chiefly at Lake Geneva in friendly 
association with two remarkable person- 
alities to whom Stravinsky is indebted 
for many an inspiration: the Swiss poet 
C. F. Ramuz, whose Souvenirs sur Igor 
Stravinsky admirably captures the per- 
sonality of the composer, and the con- 
ductor Ernest Ansermet, who had con- 
ducted the American premiere of L'Oi- 
seara de Feu in 1916. Now we must en- 
tirely separate the stage works from in- 
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stnimental music. His interest in the 
latter is increased for herein he sees the 
purest embodiment of the principle of 
"autonomous" creation. 

In the realm of the stage Stravinsky 
invents a type one could perhaps call nar- 
rative musical theatre. AH events are 
stylized in strict musical forms, chained 
to each other, as it were, like architec- 
tural links. The result means elimination 
of all dramatic, emotional moments on 
which the "ups and downs" of the music 
drama depended. Les Noces is called 
"Russian Dance Scenes with Music and 
Song," but the music actually achieves a 
degree of immobility which hardly can 
be transformed into dancing. 

We have certain photographs, from the 
period of Stravinsky's activities at Lake 
Geneva taken during World War I, which 
show the composer seated at the piano 
surrounded by numerous drums of vari- 
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ous sizes, triangles and other percussion 
instruments. This is the orchestra of the 
four scenes of the "Russian Peasant Wed- 
ding," partly melancholy, partly exuber- 
ant and even grotesque. In the orchestra 
its make-up became a matter of experi- 
mentation for several years to come we 
find, aside from the four pianos, only per- 
^ussion instruments. Rhythm therefore 
determines the sound picture even more 
decisively, if that is possible, than it had 
done in Le Sacre. It is also considerably 
simplified. The character of the score lies 
in its machine-like inexorability. There 
is no room whatever for the chanted lyri- 
cism Stravinsky still used in the impres- 
sionistically encumbered opera Rosslg- 
noL the creation of which reaches from 
early Russian years to World War I, and 
which found its definitive form in the 
symphonic poem Le Chani du HossignoL 
Stravinsky at this time was much con- 
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cerned with Russian folk poetry. "Ce qui 
me seduisait dans ces vers, ce n'est pas 
autant les anecdotes, souvent truculentes, 
ni les images ou les metaphores toujours 
delieieusement imprevues, que renchai- 
nement des mots et des syllabes, ainsi que 
la cadence qu'il provoque et qui produit 
sur notre sensibilite un effet tout prodie 
de celui de la musique." 4 

These sentences from Chroniques de 
ma Vie (Paris, 1935) characterize the 
vocal characteristics of Les Noces. Stra- 
vinsky constructs tiny thematic building 
s ^^^^-Q^Yo]]^oTe ^emeni^ f and he re- 
peats them with greatest alertness in con- 
stantly altered scansion so that he can 
play one thematic fragment out against 
another. Sliding, cackling, whining ap~ 
pogglaiure heighten the affective content. 
Thus a score, at the same time rigid and 
unbelievably vital, originates. There is 
no choice, in a scenic presentation, other 
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than to separate dancing and singing 
so great are the musical difficulties. The 
dancers act, and the choristers sing in the 
orchestra. 



The separation of pantomime and song 
discloses new possibilities for the narra- 
tive musical theatre. In his next work 
Stravinsky makes these potentials a dra- 
matic principle: the animal burlesque 
Renard is based essentially on an original 
Russian folk tale, the tale of the rooster, 
cat and goat which at the end capture the 
rapacious fox and kill it. Ramuz with 
painstaking effort had translated the Rus- 
sian text into French, word by word. The 
animals are represented by clowns: two 
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tenors and two basses seated in the or- 
chestra sing the text. Stylistically Renard 
lies in the neighborhood of Les Noces, yet 
in lieu of hard vocal scansion here there 
is hilarious life ranging from snarling, 
sneering chatter to grotesquely caricatur- 
ing tirades. Despite the strong character- 
ization (which just as in Les Noces is not 
based upon vocal "interpretation" of 
words, but lies rather in the musical sub- 
stance of the singing parts, and which is 
made even more emphatic through solo 
effects of the orchestra) Renard fails to 
produce the immediate effect emanating 
from Les Noces. The vocal principle is 
overdone as a result of the grotesqueness 
that prompts it, and the orchestral reali- 
zation is too incoherent and restless. 
Renard is an experiment also in that 
Stravinsky uses a cymbal, impressed by 
the artistry of Aladar Racz and it will 
always be difficult to find a good player 
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for that instrument. (Recently Stravinsky 
has substituted a piano for the cymbal.) 



The year 1918 was particularly hard 
for Stravinsky, for through the treaty of 
Brest-Litovsk he was cut off from his 
homeland and his income. As his finan- 
cial situation became critical he hit upon 
a strange self-help project together with 
his friend Ramuz. They decided to write 
a dramatic play for a very small ensem- 
ble with which they would go on tour, in 
the manner of traveling comedy troupes, 
from one Swiss city to another. Ramuz 
wrote a libretto based on the old Russian 
folk legend of the soldier who sells his 
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soul to the devil. Through the love of a 
princess who recovers from a fatal illness 
through the magic of his violin playing, 
he is freed from the devil, yet he suc- 
cumbs at the end. Not content with his 
new happiness, he wants to see his home 
and his old mother again. On the way he 
must pass the border, and there the devil 
seizes him. This is a Faustian subject 
with surprising similarity to Stravinsky's 
more recent The Rake's Progress. The 
painter Rene Auberjaunois created the 
most primitive decors, Stravinsky wrote 
the score and Ansermet conducted. There 
was just one performance, however; the 
Spanish influenza became epidemic in 
Switzerland and the dream of new riches 
had to be quickly buried. 

That is the story of the origin of the 
now world-famous L/Hisioire dm SolclaL 
It says on the score, "to be read, played 
and danced." Narrative musical theatre 
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that had been the goal of Renard was a 
reality for the first time. It is the narrator 
who reports the action. Three persons 
demonstrate it in a sort of pantomimic 
tableau, two actors (soldier and devil) and 
one dancer (the princess). The sung word 
which had caused trouble in Renard now 
is eliminated. The small orchestra seated 
on the stage consists of seven instru- 
ments, each representing a high or a low 
part: clarinet, bassoon, trumpet, trom- 
bone, violin, contrabass and percussion. 
The proximity to jazz is evident in the 
scoring as well as in the stylistic treat- 
ment of the chamber orchestra. Jazz had 
reached Stravinsky through Ansermet 
who had just returned from America. 
Rich in syncopations and novel instru- 
mental effects, jazz by its very nature 
would interest Stravinsky the rhythmi- 
cian, ready to embrace something novel 
above all. Indeed, none of Stravinsky's 
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scores is so replete with obstinate synco- 
pations as is L'HIsioire du Soldal. 

Three traits characterize this music: 
first, the complete departure from musi- 
cal illustration; second, the linear design 
of autonomous instrumental parts, and 
third, the abandonment of Russian folk- 
lore elements. The score consists of mu- 
sical numbers, each one an entity styliz- 
ing the decisive contents of the action, 
always on the basis of rhythm; so the 
numbers present the marching soldier, 
the dancing princess, the sarcastic and 
triumphant devil, or the mourning sol- 
dier by the river, or the festive reception 
at the court, etc. How ingenious is the 
idea of stylizing a love scene by two 
chorales instead of by the customary 
emotional excess in such situations. This 
is truly a narrative point of view and an- 
ticipates the replacement of the "mov- 
ing" theatre and drama opera, ballet 
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with, a static type of music as found in 
the oratorio. 

Summarizing then, we have seen how 
Stravinsky made greater efforts toward 
the linear design of his instrumental 
parts; on various occasions we have 
stressed the significance of the chamber 
music parts for his large ballets; we have 
spoken of the undiluted naked sound, 
that is, the opposite of blended sonorities 
as is realized without compromise for 
the first time in L'Hisioire du Soldai. 
That which in the earlier period had been 
stated by means of whole groups of sono- 
rities, now is epitomized in instrumental 
lines of incredible plasticity. Tiny mo- 
tives and rhythms of the most diversified 
kind are piled upon each other as though 
they indicated the composer's capricious- 
ness. It is as though lines are juxtaposed 
to lines presumably without considera- 
4km of harmony; sometimes there are 
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only two or three parts. In reality the 
score is constructed with fastidious care 
for the minutest detail, however, and the 
lines are so exactly related to the poles of 
tonality that the structural entities are of 
utmost architectural solidity. At the same 
time, unheard-of demands are made on 
the virtuoso faculties of the players. 

Furthermore, the authors, conscious 
of Swiss internationalism, fully realized 
the subject matter of this work. Stra- 
vinsky has abandoned all the little Rus- 
sian iranmings and fragments which 
heretofore had been the basis of his melo- 
dic construction. This was a move of 
great impact* The composer who, as 
Ramuz reports, had established himself 
in a house at Lake Geneva as though he 
resided at the Moskwa, had taken the first 
step toward his future musical cosmo- 
politanism. 

Of no less consequence was fee definite 
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turn toward strict form. Of course, we 
must not associate this word with sonatas 
and fugues in the sense of academic tra- 
dition. Stravinsky, instead, feels attract- 
ed to far simpler and more plastic forms 
such as the march, waltz, tango, ragtime, 
polka and galop. Shortly before he had 
tried small dance forms in easy piano 
pieces for four hands; later he was to 
transform them with all the virtuosity 
and individuality of his instrumentation 
into orchestral suites. These are not, as 
has often been contended, experiments in 
musical parody, but rather significant 
embodiments of various musical types. 
Jazz, then new, also stimulated Stravin- 
sky's imagination. He wrote a Ragtime 
for eleven instruments, also the incarna- 
tion of that type. Finally he began to 
take an interest in the piano. It is typical 
of his attitude toward this instrument 
(which had served so long for lyrical 
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moods, confessions and pathos) that his 
first solo work for that medium is the 
Piano-Rag-Music/ an extremely compli- 
cated, rhythmically tough and obstinate 
composition. 
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HE WAR WAS OVER. THE 
borders opened. Stravinsky could breathe 
again. At once he established contact 
with his old friend Diaghilev who with 
his troupe had been in America. From 
the renewed collaboration with Diaghilev 
Pulcinella originated, the first work of 
Stravinsky's European mentality. "A 
pastiche," said the critics who demanded 
assembly line revolutionary works from 
this composer. "A sacrilege/* said the 
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scholars, for they saw their Pergolesi 
damaged by a modern dissonance hunter. 
Indeed, the creation was novel: here a 
great Italian musician of the past was 
not, as had been customary, adorned with 
modern color, but was so thoroughly 
changed that he sounded simply like con- 
temporary music. Stravinsky had gone 
to work not exactly with respect, but, as 
he said himself, with love. And so a 
miracle came about: Pergolesi became 
Stravinsky, and yet at the same time re- 
mained Pergolesi. Stravinsky points up 
and rejuvenates the music of the early 
seiiecenio, He strengthens it with Ms 
own vitality. Ehj^thins become poignant, 
melodies take on plastic design, and 
"clang" is made transparent. IhddaaQa 
represents the victory of the inteEect 
over temperament, the victory of moder- 
ation over "introspective romanticism/' 
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and therein Andre Gide sees the very es- 
sence of a classical oeuvre. 

In addition to an enlarged chamber or- 
chestra, the composer uses three singing 
parts in the original version of Pulcinella 
and the singers are seated in the orches- 
tra. Later he re-worked the most impor- 
tant sections of the score into an instru- 
mental suite which has become a favorite 
in the modern repertory. In accordance 
with the methods of the eighteenth cen- 
tury, the strings in Pulcmella are divided 
into a concertino of soloists* and iuiii, the 
latter reduced in number as compared to 
earlier techniques. 

Stravinsky temporarily had become 
interested in the sound of strings alone. 
He had composed, as early as 1914, three 
pieces for string quartet in which he had 
experimented with novel sound effects. 
Now he composed a Concertino in the 
spirit of L/Hisioire du SoldaL This work. 
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nowadays better known in a version for 
chamber orchestra, was written in Caran- 
tec, Brittany. After the war Stravinsky 
had left Switzerland in order to settle 
definitely in France. Having changed his 
domicile again and again, he now re- 
mained in that country until the out- 
break of World War H 

It is probably not just coincidence that 
the first larger work concluded in the 
country of Ms choice was an Hommage 
to the greatest French composer of mod- 
ern times. This is the Symphonies din- 
sirumenis a Vent, a la Memoire de Claude 
Debussy, a peculiar mixture of the musi- 
cal substance of Les Noces and L'Hisioire 
du Soldai for an ensemble of twenty-two 
winds. Sections of rhythmic incisiveness 
and solemn, chorale-like numbers con- 
nected with one another in clever se- 
quences of changing meters*, are molded 
into an entity; and the magnificent work 
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is replete with melancholy with the 
score making extraordinary demands on 
intonation and on the flexibility of the 
executants. Stravinsky conjures up Rus- 
sian atmosphere. It is as though in honor- 
ing Debussy, he wanted to take leave of 
Ms lost native land. 

A Russian theme is the basis also of his 
opera Mavra, dedicated to the memories 
of Glinka, Tchaikovsky and Pushkin, 
three artists held in high esteem by the 
composer. The innocuous subject matter 
is taken from one of Pushkin's tales: a 
soldier disguises himself as a girl in order 
to get into a household in which his be- 
loved is employed; while being shaved he 
is discovered by the suddenly returning 
ladies. There is hardly any action and 
that again corresponds to the narrative 
principle Stravinsky had acknowledged 
in his preceding works, and which he now 
applied to opera buff a. The score is a suite 
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of strict musical forms, not excluding the 
waltz, a veritable compendium of humor 
and caprice, and bursting with refreshing 
hilarity. 

The essence of this masterwork, which 
is heard too rarely, cannot better be char- 
acterized than by Stravinsky's own 
words as he describes Mavra in his Poet- 
ics: "My opera Mavra was bom of a na- 
tural sympathy for the body of melodic 
tendencies, for the vocal style and con- 
ventional language which I came to ad- 
mire more and more in the old Kusso- 
Italian opera. This sympathy guided me 
quite naturally along the path of a tradi- 
tion that seemed to be lost at the moment 
when the attention of musical circles was 
turned entirely towards the music drama. 

"The music of Mavra stays within the 
tradition of Glinka and Dargomirsky. 
I had not the slightest intention of re- 
establishing this tradition. I simply 
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wanted in my turn to try my hand at the 
living form of the opera buff a which was 
so well suited to the Pushkin tale which 
gave me my subject. Mavra is dedicated 
to the memory of composers, not one of 
whom, I am sure, would have recognized 
as valid such a manifestation of the tra- 
dition they created, because of the novel- 
ty of the language my music speaks a 
hundred years after its models flourished. 
But I wanted to renew the style of these 
dialogues~in~music whose voices had been 
reviled and drowned out by the clang and 
clatter of the music drama." 

The charm of Mavra lies to an extent 
in the fact that the singing parts are ac- 
companied practically by wind instru- 
ments only, with some strings serving ex- 
clusively to support the basses and for 
certain lines and color nuances. The word 
"accompanied" is meant in its original 
.connotation. As a rule, the winds give 
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nothing more than rhythmic organization 
which, corresponding to the spirit of the 
old opera buffa, is satisfied with the sim- 
plest accents. The time of rhythmic ex- 
perimentation now seems to have moved 
into far distance. 

Stravinsky had delineated everything 
he had wanted to try out, and now, as al- 
ways in such situations, he turns to ever 
new tasks. At this point we find him 
more intensively occupied with the prob- 
lem of melody. This problem, as we will 
see, gradually becomes the central con- 
cern of all his art. In Mavra he had 
striven toward free melodic design fnr 
the first time. If, while so doing, some 
reminiscences of the syllabic vocal tech- 
nique of Les Noces would flow from Ms 
pen, it is not astounding. 

A long-harbored love for Itefiamia 
came to the fore. It helped to shape 
Stravinsky's future creations even when 
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momentarily he seemed to feel power- 
fully attracted to the spirit of French 
classicism. The mood of the Italian and 
South German divertimento is revealed 
in the splendid Octuor pour Instruments 
a Vent. The spirit of the preclassical con- 
certato is conjured up in his Concerto for 
Piano and Winds, and finally the realm of 
the sonata a la Domenico Scarlatti is 
manifest in the Sonata and in the Sere- 
nade for piano solo. 

In the Wind Octet, with its unusual 
scoring for flute, clarinet and two bas- 
soons, trumpets and trombones, a bril- 
liant symphonia and a frivolous finale are 
the frame for a series of variations in 
which a lugubrious theme is varied with 
all artistic virtuosity. In the variations, 
hilarity and seriousness are abruptly jux- 
taposed. At the end a f ugato via a theme 
of leaping intervals leads unexpectedly 
into the final movement which, again 
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most surprisingly, resolves itself into soft 
and solemn chords. After so much gaiety 
suddenly the outlook into another world 
is given. Contrapuntal techniques which 
Stravinsky employed in I/HIsioire dm 
Soldai are even further developed in this 
Octet. An entirely new, a typically Stra- 
vinskyan manner of working with coun- 
terpoint becomes evident, a counterpoint 
loose but with lines enchained in each 
other to the finest degree, brilliant but 
full of inventiveness and substance. 

A completely different aspect is en- 
countered in the Concerto for Kane and 
Woodwinds (first performed in 1924), The 
word "suivf* in the original, indicating 
the solo piano's dominating role, is not to 
be understood, however, in the sense of 
the romantic virtuoso concerto with ef- 
fective sound passages, but rather in that 
of a fluid, motor-like concertato style as 
found in the concert! of Bach and Vivaldi. 
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The wind orchestra pompously opens 

with the dotted rhythms of the so-called 
French overture. Then the piano takes 
over, at first also with strict rhythmic 
motives but later rejoicing, as it were, 
in figurative play. The piano cadenza is 
the climax of the first movement, produc- 
ing most complicated and percussive 
rhythmic effects. 

Similar but still more brilliant in con- 
ception is the last movement; here Stra- 
vinsky uses partly jazz effects, blending 
them most ingeniously into the motoric 
flow. The middle movement contrasts a 
metamorphosis, a la Vivaldi, with rhap- 
sodic and contrapuntal structures that 
recall the old Italian sonata. 

In comparison with Mavra and the 
Qctaor, the Concerto is heavier and some- 
times even has a torturing character. 
Within the classical palette we become 
cognizant of violent tensions, like those 
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encountered in Le Sacre and Les Noces* 
The tonal structure is clearly pro- 
nounced. 

What Stravinsky finds important is 
"not new idols, but the eternal necessity 
of affirming the axis of our music and 
recognizing the existence of certain poles 
of attraction. Diatonic tonality is only 
one means of orienting music towards 
these poles. The function of tonality is 
completely subordinated to the force of 
attraction of the pole of sonority. All mu- 
sic is nothing more than a succession of 
impulses that converge towards a definite 
point of repose." Therefore Ms chief con- 
cern is "not so much what is known as 
tonality as what one might term the 
polar attraction of sound, of an interval, 
or even of a complex of tones. Hie sound- 
ing tone constitutes in a way the essential 
axis of music. Musical form would be 
unimaginable in the absence of elements 
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of attraction which make up every musi- 
cal organism and which are bound up 
with its psychology." These sentences 
from the Poetics express Stravinsky's 

harmonic creed* 

Serge Koussevitzky, the selfless spon- 
sor of modem and modern Russian music 
in particular, suggested to Stravinsky 

that he play the Concerto himself for the 
premiere (1925: world premiere in Paris; 
American premiere, Boston Symphony, 
in the same year). After some hesitation 
the composer consented. It was the be- 
ginning of a pianistic activity in which 
the composer, trained on Czerny's peda- 
gogical masterworks, was engaged for 
several decades in Europe and in the 
United States, and with which he had 
greatest success. 

Those who have heard him know how 
Stravinsky sees Ms own piano works: 
rhytiunically they are of utmost incisive- 
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ness and poignancy; emotionally they are 
most admirably controlled but always 
full of spontaneous temperament and far 
removed from the so-called "colorful" or 
"weU-timbred" interpretation. His sud- 
denly awakening happiness over his own 
playing produced two compositions 
more pleasing in charact3fe, w than the 
grandiose Concerto, though no less sig- 
nificant: the Sonaia, polished derivative 
of the Concerio, and the Serenade which, 
since it is actually a suite, has many 
passages of most precious gracefulness. 
The time had come for a new major 
work. The opportunity was provided by 
the twentieth anniversary of Sergei Di- 
agMlev's work for the stage, and the 
result was Oedipus Hex. It is the syn- 
thesis of Stravinsky's efforts in behalf of 
the narrative musical theater. Stravins- 
ky's dislike of the music drama which 
tended toward psychological-sensual ef- 
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fects has been mentioned. He gives his 
answer to such a music drama with 
Oedipus Rex, representing it as a scenic 
oratorio, a distinctive new type of music. 
It is a sequence of rigid, practically im- 
movable pictures which demonstrate 
emotional situations. Even when certain 
phases of the plot are being shown they 
appear stylized by being related rather 
than by being performed in actions. 

The text is but a skeleton. All state- 
ments are made through music which 
juxtaposes, in the manner of the Baroque 
oratorio, arias, duets and choruses, each 
one a well-knit entity. Despite this un- 
dramatic sequence of scenes there is 
tremendous suspense culminating in the 
choral narrative of Jocasta's death and 
of Oedipus' self-destruction. This is a 
triumph of musical autonomy over sen- 
suousness, sensationalism and spine- 
tingling. It is equally the triumph of 



no 



STRAVINSKY: CLASSIC HUMANIST 

stylization over realism, and the triumph 
of introspectiveness over the superficial- 
ity of pathos. 

Monumentality, which since the Ba- 
roque era had been lost to music, here 
is rediscovered. Oedipus Rex is not the 
modern imitation of Antiquity found in 
so many contemporary works on classi- 
cal subjects, it is the re-birth of Antiquity 
from the spirit of our times. Stravinsky 
does not shy away from utilizing ideas 
of most variegated stylistic epochs of 
European music. He employs Greek Or- 
thodox Church music as well as elements 
of the Verdi opera, operatic formulae of 
Handel and rhythmic elements from Les 
Ncces (which are, however, amplified 
ccoresponding to the monumental char- 
acter of the work). 

The critics found the Beckmesser-Iika 
tracing of "steals" made by Stravinsky 
most entertaining, but they missed the 
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point completely. They did not realize 
that Stravinsky had created something 
new and original out of the elements of 
European tradition. The form of the nar- 
rative musical theatre had been origi- 
nated, a prototype for our epoch from 
Honegger to Orff . The writers in vain 
tried to classify trees by following bot- 
any; naturally they missed the forests. 

In order to avoid any subjective emo- 
tional interpretation whatever in Oedipus 
Bex, the composer employs a dead lan- 
guage. Jean Danielou translated Jean 
Coeteau's ingenious condensation of 
Sophocles 1 tragedy into Latin. 

**Quelle joie/ y Stravinsky writes in 
Chxamqaes de ma Vie, "de composer de 
la musique sur un langage conventional, 
presque rituel, d*une haute tenue slm- 
posant d'eUe-meme! On ne sent plus 
domine par la phrase, par le mot dans 
son sens propre. Coules dans un moule 
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immuable qui assure suffisamment leur 
valeur expressive, Us ne reclament plus 
aucun commentaire. Ainsi le texte devi- 
ent pour le compositeur une matiere uni- 
quement phonetique. H pourra le de- 
composer a volonte et porter toute son 
attention sur Felement primitif qui le 
compose, c'es1>4-dire sur la syllabe. Cette 
f aeon de traiter le texte n'etait-elle pas 
celle des vieux maltres du style severe? 
Telle fut aussi, pendant des siecles, vis-a- 
vis de la musique, Fattitude de FEglse 
qui, par ce moyen, 1'em.pechait de verser 
dans la sentimentalite et . . . dans l f indi- 
vidualisme." 5 

In Stravinsky's own realm ApoEon 
Musageies, the counterpart of Oediptis 
Rex, is a ballet of strictest classical 
proportions, choreographed by Georges 
BalancHne. The writer remembers that 
when hearing the work for the first 
time he was surprised by the melodic 
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euphony of the string orchestra, because 
he was accustomed to hearing harsh 

sounds from winds and sharp articulation 
from everything by Stravinsky. Only to- 
day does he fully understand the timeless 
beauty of this work in which melody has 
regained its old privileges. "Under the 
influence of the learned intellectualism 
that held sway among music lovers of 
the serious sort, it was for a time fashion- 
able to disdain melody," Stravinsky 
writes in his Poetics. "I am beginning 
to think, in full agreement with the gen- 
eral public, that melody must keep its 
place at the summit of the hierarchy of 
elements that make up music. Melody 
is the most essential of these elements." 
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It is apparent that Stravinsky, since 
Ms Mavra, strove to regain for melody 
its old established privileges. This does 
not mean, however, that he abandoned 
concise rhythmic structure on the con- 
trary it remains one of the essential in- 
gredients of Ms style. According to clas- 
sical practices, Apollon is replete with 
evenly flowing rhythms derived to a large 
extent from the dance forms of the 
French grand siede. Even though they 
are subordinated to melody, they are 
fixed with all possible foundation and 
thus serve as both support and organiza- 
tion. It is interesting to observe how in 
the course of the ballet rhythmic inten- 
sity is consistently increased until it cul- 
minates in a truly "exciting" coda. 

Stravinsky himself formulates the mo- 
tives underlying this new composition 
with Ms usual preciseness: "Quand, dans 
mon admiration pour la beaute lineaire 
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de la danse classique, je songeai a un 
ballet de ce genre, j'envisageai surtout ce 
qu'on appelle le 'ballet blanc* ou se reve- 
lait a mes yeux Tessence de cet art dans 
toute sa purete. A cette fin Tecriture dia- 
toniqne me parut la plus appropriee, et 
la sobriete de ce style determina mon 
point de vne sur Tensemble instrumental 
dont j'allais me servir. J^ecartai tout d'a- 
bord Torchestre courant a cause de The- 
terogeneite de sa composition: groupes 
d'archets, de bois, de cuivres, de percus- 
sion. J'ecartai aussi les ensembles d'har- 
monie (bois et cuivres) dont les effets 
sonor^ ont ete vraiment trop exploit^ 
ces demies temps, et je m'arretai aux 
ardiets. 

"L'usage orcdbestral de ces instruments 
souifre depuis assez longtemps d'une de- 
viation fort regrettable. Tantot on leur 
fait soutenir d^ effets dynazniques, tantot 
on les abaisse au role de simple 'colo- 
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ristes/ Je confesse avoir donne moi- 

meme dans ce travels. La destination 
primordiale des instruments a archet, 
determinee par leur pays d'origine, 
lltalie, et qui consiste avant tout dans la 
culture du chant* de la melodie, a etc d&- 
Mssee, et pour cause. . . . Un retour a 
Fetude et a la culture de cet element au 
point de vue uniquement musical me 
parat tout a fait opportun et meme 
urgent" 6 

The composer was so fascinated with 
the classical ballet that he immediately 
followed Apollon with another work of 
the same genre, Le Balser de la Fee* Now 
he incorporated stylistic elements of the 
romantic ballet of French tradition 
Ms project, elements which had already 
been touched upon in the Variation de 
Polymnle. The musical material utilized 
was piano literature and songs of Tchai- 
kovsky. He "orchestrated^ them just 
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as little as he had previously orchestrated 
Pergolest He transformed them in that 
he stamped them with his own person- 
ality. Le Balser de la Fee is Tchaikovsky 
seen through Stravinsky's eyes, consider- 
ably loosened up, and yet solidified in 
structure and elevated to the classical 
sphere. 

In the thirties, Stravinsky rediscovered 
the charm of music, the gracefulness 
which for so long had been lost in the 
symphonic grandioso of massive romantic 
sonorities and, no less, in the lowest ebbs 
of the musical entertainment industry. 
The result? Terms such as "amiable" or 
"pleasing" did not meet with too much 
respect from serious musicians who 
synonymized them with trivial and senti- 
mental. Stravinsky, however, has always 
kept a good sense of humor and irony. 
He loves sharp, sudden and biting formu- 
lations both in conversation and in music. 
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In the Capricclo and in the Jen de Cartes 

he is at the same time humorous and 
graceful, ironical and lovable. And yet 
nothing is lost of the unanticipated sharp- 
ness of Ms musical formulations, for his 
is not a coy, but an elegant gracefulness, 
His amiability, with all its smooth veneer, 
is sparkling, brilliant, sophisticated. It 
never dispenses with sudden gesticula- 
tions of a violent temperament. 

The Caprioio for Kano and Ordiasfara 

is the gay counterpart to the vigorous 
Piano Concerto. According to Baroque 
definition it is so constructed that hetero- 
geneous episodes follow each other and, 
as Stravinsky writes, "par leur nature, 
impriment a la piece le earactere capri- 
cieux dont elle tire son nom. Un com- 
positeur dont le genie se pretait admira- 
blement a ce genre fut Carl Maria von 
Weber, et IL n'est pas etonnant que, au 
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conrs de men travail, j'aie surtout pense 
a lui, ce prince de la musique." 7 

The Caprlccio is a virtuoso piece, not 
only for the piano, but also for the rattier 
large orchestra in which the strings, as 
in Pulcmelk, are divided into solo quintet 
and ripienL The division of the strings 
into one transparent and another more 
complex body allows the production of 
distinctive effects; right at the beginning 
of the work the possibilities are exploited 
with challenging clarity. They allow the 
end of the first movement to disintegrate 
into the infinite, as it were. This fast 
movement is an uncommonly attractive 
concertaio of capricious and motoric ele- 
ments, of arbitrary adornments and chiv- 
alric melodies which the solo instruments 
throw hither and yon comparable to the 
play of equilibrists. Later, chords of 
measured gravity appear around which 
the solo piano plays violent octaves as 
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well as repetitions of a single tone, an- 
other of Stravinsky's trademarks. 

The slow middle movement contrasts 
sustained melodies of Baroque proveni- 
ence with rhapsodic figurations of the 
solo piano. Influences of cymbal tech- 
nique are again conspicuous and the con- 
cluding allegro capriccioso is full of ex- 
cessive humor and joyfulness, and there 
is an almost confusing abundance of 
sound pictures around which the piano 
plays bravura "caprioles/ 5 thus holding 
the parts together. 

Jem de Cartes was a commission of the 
American Ballet, founded in 1936. Its 
mattre was Georges BalancMne, the great 
choreographer with whom Stravinsky 
had worked in earlier years. Today he 
is considered the artist who realises Stra- 
vinsky's ballet compositions with utmost 
perfection. The subject of Jem cb Caries 
is a poker game in three "deals* 1 or rounds 
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in which the joker constantly tries to 
interfere; each of the "deals" is intro- 
duced by a vigorous refrain by means of 
which the ballet automatically assumes 
rondo form. 

In the first round there is charming, 
even sympathetic understanding between 
the cards until the joker comes into the 
game with abrupt violence, making him- 
self felt through sharp rhythms and 
chords. Yet the noble cards are not dis- 
turbed and win the game. The second 
"deal" starts with a mysterious march, 
followed by variations in which Stra- 
vinsky pokes amiable fun at all the charm 
and gracefulness of the romantic ballet. 
Once more the march is sounded, where- 
upon the joker invades the game with 
boring rhythms only to withdraw at the 
end from the polished conversation of the 
otiber cards. In the third "deal" all cards 
meet in the angular and entirely unsenti- 
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mental waltz, but soon they tumble over 
each other with a circus-like hilarity that 
degenerates and assumes menacing char- 
acter. At this moment the refrain, in a 
most surprising manner^ terminates the 
game. 

Between these two gay works stand 
five compositions of totally different char- 
acter: the Symphonic des Psaumes, the 
Violin Concerto, the Duo Conceriani for 
Violin and Piano/ the Concerto per due 
planoiorii soM and, finally, the "melo- 
drame'* Persephone. 

For some time Stravinsky had con- 
templated writing a symphony of larger 
proportions. Of course he thought not 
of the monstrous symphonic form as 
developed in the nineteenth century, but 
interpreted the word "sin-Ionia** in the 
original sense as an event, a tonal cc faap~ 
pening" of periodic organization. There- 
fore he did not work with thematic com- 
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plexes which would be segmented, 
worked out and developed, but chose 
autonomous structures to be ordered ac- 
cording to principles of analogy. Stra- 
vinsky possibly was inspired to use a 
chorus, in Latin, in his new symphony, 
due to previous intensive occupation 
with the chorus problem in Oedipus Rex* 
The motivation for the Symphonle des 
Psaumes was a commission to write a 
composition for the fiftieth anniversary of 
the famous Boston Symphony Orchestra 
(1930). In the Symphonie des Psarnnes, 
Stravinsky, for the last time in a long 
period, once more manif ests his predilec- 
tion for the wind orchestra. He contrasts 
the chorus, of four parts, with an immense 
apparatus: five woodwind parts, a strong 
brass section including tromba piccola, 
percussion, harp and two pianos. Cellos 
and contrabasses again serve to intensify 
the bass. One could call the Symphonie 
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des Psanmes the quintessence of Stra- 
vinsky's choric enterprises after Les 
Noces. Here again the foundation is the 
Russian mood. The work, however, no 

longer exploits folklore, which Stravins- 
ky had laid aside for some time, but 
rather the chanting of the Greek Ortho- 
dox liturgy. Hie deeply pious composer 
may have been led to such chanting by 
the verses of the Psalms which he uses 
in the Vulgate version. 

The first part is a short prayer, the 
second is an artistic and complicated 
double fugue testifying to his increased 
interest in strict counterpoint; and the 
last and most extensive part, as the text 
says, sings the praise of God with psalter 
and harp, with timpani and dancing. Per- 1 
haps childhood memories are captured in 
this truly powerful piece whose solemn 
choral settings are strangely interrupted 
by unanticipatedly shocking instrumental 



125 



HETNKICH STROBEL 

episodes. These abrupt contrasts produce 
extraordinary effects. There is also, par- 
ticularly in the first and last movements 
of the Symphonie des Psaumes, a clear 
distinction between orchestral and choral 
treatment; whUe, with the exception of 
the fugue, the chorus part is set primarily 
in chords and is articulated syllabically, 
the winds are given brilliant virtuoso 
treatment. 

Persephone demonstrates a completely 
different aspect of Stravinsky's writing. 
The poem is an early work of Andre Gide. 
The construction of the epos is in three 
tableaux commented upon by the seer 
Eumolpe, a conception of theatre thor- 
oughly corresponding to Stravinsky's 
own. The subject is the well-known myth 
of the goddess of spring, Persephone, who 
is stolen by Hades so she can bring a ray 
of eternal light into the world of the de- 
ceased. She returns to earth again so 
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that a new spring may break forth. The 
strict formalism of this poem, replete 
with metaphors from the realm of the 
"Parnassien" poets, fascinated Stra- 
vinsky. Here he is not as much inter- 
ested in a portrayal or a dramatic con- 
densation of the events as in the arrange- 
ment of musical forms, the basis of which 
is, at least in part, a highly individualized 
syllabic distribution of the verses. 

Of Persephone he writes: "JPavais tou- 
jours redoute les diffieultes de la prosodie 
frangaise. Quoique vivant deja depuis 
Men des airnees dans ce pays et en parlant 
la langue des mon enfance, j'avais jus- 
qu'alors hesite a Femployer dans ma mu- 
sique. Cette fois-d je me decidai a tenter 
Taventure et au cours de mon travail J'y 
pris de plus en plus de plaisir. Ce que je 
gofitais surtout, c'etait d'appliqoer le 
chant syEabique a la langue fi^m^aise, 
comme Je Favais fait deja, pour le russe, 
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dans Les Noces et, dans Oedipus Rex, 

pour le latin." 8 

The vocal means, chorus, speaking 
voice (Persephone) and tenor solo (Eu- 
molpe) are contrasted with a larger or- 
chestral apparatus than Stravinsky had 
used for a long time; but it is typical of 
Ms manner of writing, becoming grad- 
ually lighter and more translucent, that 
throughout the work the instruments ap- 
pear prominent in solo groups which are 
sometimes most unconventional combi- 
nations. It is interesting to discern how 
admirably Stravinsky transforms the 
spirit of French classicism into his own 
ideas of sonority. 

Stravinsky's title, "melodrame," is not 
to be interpreted in the obvious meaning 
of a dramatic recitation with an illustrat- 
ing orchestra; it is meant in the original 
connotation of the word, a union of reci- 
tation and music. One would think that 
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a composer invariably interested in pre- 
cise statements of his intentions would 
not care too much for the uncon- 
trolled combination of spoken words with 
music. For that reason the speaking role 
actually is not extensive. 

A mixture of scenic oratorio and clas- 
sic ballet pantomime that Is Persephone; 
and its special character results from the 
fact that it was commissioned, in 1932, 
by Ida Rubinstein, both a dancer and an 
actress and, above all, one of the greatest 
sponsors of modern music. This is the 
one time in the recent history of the arts 
that an arfisi could commission such ma- 
jor figures as Debussy, Ravel, Honegger 
and Stravinsky. All were inspired by 
this unusual woman, for whom Ravel 
created his Bolero. 

In tiie 1930's Stravinsky was celebrat- 
ed in all musical cities of Europe and the 
United States as a pianist and conductor. 
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This performing activity took a great 
deal of Ms time, but it was the basis of 
Ms and Ms large family's financial exist- 
ence. Stravinsky frequently found that 
his music came to Ms listeners distorted 
because of the lack of understanding or 
vanity of its interpreters, particularly the 
conductors, the prima donnas of the 
twentieth century. In comparison with 
the excesses and self-glorification of these 
maestros, even the prima donnas of the 
Baroque period seemed innocent young 
ladies. Naturally there are the glorious 
exceptions of Arturo Toscanini, Otto 
Klemperer, Hans Rosbaud and Dimitri 
Mitropoulos. 

"The sin against the spirit of the work 
always begins with the sin against its 
letter and leads to the endless follies 
wMch an ever-flourishing literature in 
the worst taste does its best to sanction/' 
writes Stravinsky in a passage of Ms 
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Poetics devoted to the description of per- 
formances of music. In performances 
wMch he himself conducted or in which 
he played, both in public concerts and in 
recording studios, Stravinsky demon- 
strated with convincing authority how 
he wanted to have Ms music performed. 
During one of Ms numerous concert 
tours, Stravinsky became acquainted 
through his German publisher Willy 
Strecker with the young American violin- 
ist Samuel Dushkin. He at once project- 
ed the writing of a violin concerto for 
him. Despite his rich experience, 
was a new task: the concern with the 
technique of the violin as a solo instru- 
ment. He went to work not without hesi- 
tation because he himself did not play 
the violin, Paul Hindemith gave Mm 
courage, saying that the fact Stra- 
vinsky did not play the violin 
would be an asset . . . "que ce fait contri- 
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buerait precisement a me f aire eviter line 
technique routiniere et donnerait nais- 
sance a des idees qui ne seraient pas sug- 
gerees par le mouvement accoutume des 
doigts/' 9 

Technically speaking, that work devel- 
oped the violinistic manner previously 
applied in I/E&sioire du Soldaf: many 
double stops, even in the caniabile parts, 
wide skips, tone repetitions, rushing runs 
and violent pizzicali chords. Musically 
speaking, in the first and last movements 
"motorism" seems expanded in a vir- 
tuoso-like manner^ and yet is traceable to 
Baroque music, and it is enriched toward 
the end by all sorts of rhythmic effects. 
Of the two arias, the first has a fantastic, 
mysterious quality with certain elements 
of Jen de Carles varied and deepened, 
while the second, in substance the high- 
light of the concerto, is the metamor- 
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phosis from a cantilena a la Bach to the 
musical orbit of Stravinsky. 

Experience gained in the writing of the 
VioEn Concerto was immediately applied 
to the realm of chamber music in the Duo 
Conceriani for violin and piano. And 
here, too, an unusual arrangement is 
found, that of three motor-like and two 
cantabile movements. Titles evoke the 
sphere of the suite: Cantilene (incidental- 
ly as a composition of motion), Eclogue I 
and II, Gigue and Dithyrambe. Eclogue 
II and Dithyrambe are among the melo- 
dically most intensive and most suspense- 
ful pieces Stravinsky has ever written. 
Just as in the solo sonata, the piano part 
is kept primarily in two parts and is 
transparent, yet at the same time strange- 
ly exciting. In the Cantilene Stravinsky 
works with the cymbal sounds oecasion- 
ally heard in the Capdccio. Hie only ex- 
planation for the fact this significant 
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work has not become better known is 
probably the well-known indifference of 
our performers and of audiences of to- 
day's concert halls. 

Stravinsky's second son, Soulima, had 
developed into a solid pianist. What, 
then, was more logical than penning a 
composition in which both father and son 
could be heard? That is the motivation 
for the magnificent Concerto for Two 
Pianos (1935). Motor ideas, experiences 
from earlier works and novel sound com- 
binations, complex figurations and ham- 
mering percussive effects, virtuoso play 
and polyphonic constructions are unified 
through Stravinsky's organizing power. 
There are, to be sure, certain graceful 
moments in this work, as in the Nocturne 
and in the theme of the Variations. How- 
ever, they are in the minority and con- 
trast with an audacity both of thought 
and sound which was unexpected after 
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Stravinsky's immediately preceding 
works. 

Stravinsky is unpredictable; even the 
mature artist seems always to look for 
something new. His artistic decisions 
never can be anticipated. Only today as 
we know the surprising development of 
the septuagenarian, as we see him in- 
cessantly searching for strict polyphonic 
solutions which would eliminate every- 
thing ornamental and almost all sensu- 
ousness of sound, can we recognize the 
full meaning of the Concerio for Two 
Pianos. Despite the multiplicity of sound 
combinations, one impression remains: 
condensation of thought and absoluteness 
of construction. Thus the technically 
most difficult work is concluded, logi- 
cally, by a four part fugue whose hard- 
driven subject seems to have converted 
all the energies of the younger Stravinsky 
into polyphonic substance. What an inr 
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genious idea that of pushing forward 
the entire fugal exposition, even at the 
inversion of the theme, through a steady 
repetition of single tones! 

In the succeeding work none of the 
artistic problems of the double concerto 
is felt. The Dumbarton Oaks Concerto, 
for chamber orchestra, is a vivid piece 
of music, one that comes from the domain 
of Bach's Brandenburg Concert!* The 
polyphonic profile alone of the parts hints 
at the new ideas Stravinsky entertains. 
As one studies the score more carefully, 
one discovers a condensation of motives 
a new Stravinsky! Each one of the 
three movements is developed from a 
small intervallic step with utterly logical 
sequence. It is exactly this self-imposed 
limitation of the constructivist which re- 
veals his inexhaustible imagination and 
power of combination; it reveals no less 
Ms realization of sound. Dumbarton Oaks 
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radiates that feeling of well-being and 
dynamic repose which, in Stravinsky's 
own words, should be the response of 
listeners to all Ms music. 

That feeling is reflected in the sere- 
nade-like middle movement with its con- 
certed play of solo winds and strings, in 
which each tone is of weight and conse- 
quence despite its preeiousness, but it 
holds true no less for the first and last 
movements. The first movement of the 
Dumbarton Oaks Concerto derives from 
the E flat major chord played up em- 
phatically, a play with sonorities that is 
of most vivid gaiety, although compli- 
cated by rhythmic intricacies. In the last 
movement the rhythmic element is made 
still more emphatic; at times reigning 
almost with the exclusivity of the youth- 
ful works of the master, it appears, on 
the other hand, controlled by classical 
regulations. Most surprisingly, TJn Soa- 
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vemr dHalle is heard, and no less un- 
expectedly in the middle movement there 
are reminiscences of a Russian balalaika 
orchestra. It is only at the end that the 
chamber orchestra assumes its full sound, 
in an E flat major development which 
extends over several pages of the score, 
and that development may be considered 
a prototype of the polar "radiation" of 
a chord. 
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jl/INCE THE END OF THE 1920'S 

the music world of the United States had 
exercised an ever-increased influence on 
Stravinsky's composition and financial 
status. Famous American orchestras and 

American artists or music lovers had 
commissioned him. Many of the master's 
old and new Mends lived in the United 
States. At the beginning of World 

War n Stravinsky tad lost Ms wife, Ms 
oldest daughter and Ms mother in Paris. 
Shortly thereafter he settled in the 
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States. Among other reasons was an 
invitation extended by Harvard Uni- 
versity for a series of guest lectures. 
These were later published under the 
title Poetics of Music. 

Providence kept the terrors of another 
European war from him: the master who 
in France had matured into a "citizen of 
the world of music" carried the intellec- 
tual mission of Europe to the land of the 
future. After the War, he became an 
American citizen. He married Vera Sou- 
deiMne, a friend whom he had known 
for decades. 

It is not possible to speak of an "Amer- 
ican period" in Stravinsky's composition 
at least not in the sense of Ms Russian 
and French periods. In efforts extended 
over several decades he had fixed on a 
classical approach and the autonomy of 
musical means in a complex but defini- 
tive way. All Stravinsky wrote in Amer- 
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ica would be "unthinkable without the 
preceding works. Some of his new com- 
positions have an undeniable relationship 
with his earlier works. For instance, the 
charming Circus Polka, composed for the 
Ringling Brothers - Barnum and Bailey 
Circus, resembles the small orchestral 
suites as much as the Danses Concerlan- 
les show a similarity to Jeu cb Caries, 
and Dumbarton Oaks or Orpheus to 
ApoUon. Even where Stravinsky does 
propose new types, as in the two sym- 
phonies or in The Hake's Progress, there 
are close relations with earlier works. 

A different atmosphere reigns in Ms 
music of the last fifteen years. It seems 
as though Stravinsky surveys everything 
he had hitherto' thought and invented 
from a higher level. No longer does he 
solve one single problem at a time, but 
always a number of them, and he amalga- 
mates elements of contrast into intellec- 
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tual entities. In that way one must under- 
stand that Stravinsky in his more recent 
works applies certain elements also of 
the dodecaphonic technique in his own 
way, to be sure. He now has absorbed 
and elaborated on practically eveiything 
Western musical genius had produced. 
With the perspective of the mature artist 
Stravinsky makes all these elements his 
own for, transformed by him, they be- 
come his original possessions. Perhaps 
this happens for the last time in the his- 
tory of our art. Be that as it may, it does 
happen on a level which no other musi- 
cian of our epoch has attained. We can 
express the quintessence of Stravinsky's 
mature work in three terms: umversall- 
ias, serenlias, humaniias. Perhaps it is 
symbolic that he could fulfill his human 
mission only at a distance from the Euro- 
pean continent to which he belongs with 
all the fibres of his heart. 
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In the United States, five major works 
originated: two symphonies, the ballet 
Orpheus, the Mass, and the opera The 
Rake's Progress. It can easily be under- 
stood that a composer whose mission is 
geared for absolute autonomy of musical 
composition one day would feel the in- 
tense desire to compose a symphony. Let 
us remember all we have previously said, 
while discussing the Syinphonle des 
Psaumes, about Stravinsky's conception 
of a symphony, its organization, structure 
and contents. To him a symphony was 
not an outlet for emotional confessions 
translated into music, but simply a "sym- 
phony = sounding together," combina- 
tions of tone thoughtfully organized. We 
know of his admiration for Johannes 
Brahms, the only romanticist who still 
remembered the original meaning of the 
word "sym-phony." 

We also know that Stravinsky bears 
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no less love for Joseph Haydn. Of all 
masters of the past, Haydn is the one 
to whom he always has felt closest in- 
tellectual kinship. It is Haydn's men- 
tality, then, which we encounter in the 
Stravinskyan language of the Symphony 
in CM written for the Chicago Symphony 
Orchestra in 1940. With respect to this 
work Stravinsky is supposed to have 
spoken of the "economized Haydn." The 
orchestra in the classical scoring of Beet- 
hoven here is utilized not in that tradi- 
tional complexity and fullness of sound, 
but rather it is split up into changing 
passages of chamber-music-like scoring, 
indeed into those of solo treatment. 

This technique gives the work a char- 
acter of a conceriaio that is particularly 
strong in the two middle movements: a 
Larghetto in which finely chiselled melo- 
dies for the winds alternate with violent 
or even menacing parts of the strings, 
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almost without transition; and an Al- 
legretto of dance-like freshness which, 
taking the audience possibly by surprise, 
makes a transition into a Fugaio and 
concludes in a dignified, elegant Concer- 
tino of two trumpets and three horns. 
There are abrupt contrasts of light and 
dark, of melodic gracefulness and rhyth- 
mic severity all characteristic of the 
entire work. The double-faced play of 
smile and threat culminates almost in a 
conflict in the Finale, only to resolve 
itself eventually into ethereal chorale 
chords. 

Such sequence of movements corre- 
sponds to classical order. In the outside 
movements the classical principle of ex- 
position, development and recapitulation 
is recognizable, whereby development is 
not to be interpreted as "thematic work- 
manship" in the old sense, but rather 
consists of the organization of certain 
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motives, clever as well as temperamental. 
These motives are aU derived from the 
two intervals with which the symphony 
commences: minor second and fourth. 
Gradually from this motival tension B 
natural, C, G, there is obtained a har- 
monic tension that of tonic-dominant 
and, correspondingly, the first movement 
has a more jovial quality, while the 
Finale is pronouncedly excited. The 
latent tension is not resolved until the 
resounding final chords in which C major 
and G major penetrate one another in 
static "sound" columns. This is indeed 
a masterpiece of logical construction. 

The Symphony in Three Movements, 
composed seven years later for the New 
York Philharmonic-Symphony Orches- 
tra, was aptly called by Alexandre Tans- 
man the sum total of Stravinsky's entire 
compositional effort. Indeed, all phases 
of his artistic development here are con- 
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densed, as it were, in a masterly manner 
on a new level of wisdom. The grandiose 
complexes of sonorities with the rhyth- 
mic harshness of Le Sacre da Priniemps 
are found, as well as the graceful and 
elegant structures with smiling glances 
at Rossini. There are passages in which 
the orchestra is given an opportunity to 
demonstrate its full splendor, and there 
are contrapuntal intermezzi in which the 
solo instruments are combined for the 
linear play of ever-changing moods. 

We have intentionally chosen the word 
intermezzi because, while Stravinsky in 
the C major Symphony adheres to classi- 
cal structure, we find in the later work 
chamber-music-like Intermezzi between 
exposition and recapitulation; they sub- 
stitute for a "development." Only exact 
study of the score wiU fully reveal the 
inventiveness concealed in these inter- 
mezzi of the first and third movements. 
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Most surprising, at least as regards the 
acoustical impression, is the Fugato just 
before the end of the composition. After 
a powerful display of sonority by the 
entire orchestra, solo trombone and solo 
piano begin an imitative play built on 
major and minor seconds. Despite the 
acerbity of the contrapuntal technique, 
everything is completely undogmatic and 
constitutes a challenge to academic tra- 
dition. Stravinsky surprises with clever 
new ideas where most composers would 
begin elaboration. 

The harmonic principle of bi-tonality 
as found in the Sacre is resumed, and 
with even greater logic. Harmonically, 
this symphony is based upon the leading- 
tone-tension between the poles G (C) and 
A flat (D flat), both in horizontal and 
vertical development. This tension cre- 
ated by the 'leading tone" is fixed by a 
grandiose gesture in sound at the very 
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beginning and it is delineated with 
typically Stravinskyan inexorability. In 
the virtuoso elegance of the middle move- 
ment, as well as in the Finale/ the minor 
second interval, leading tone-tonic, is 
interpreted for the harmonization of a 
triad both in major and minor. 

These are perhaps too technical com- 
ments; nevertheless they seem necessary 
to explain the essence of an autonomous 
work of musical art. Likewise, one can 
hardly explain a literary work without 
some reference to sentence structure. Nor 
can one comprehend the beauties of 
painting and architecture without the 
knowledge of construction, or at least 
one can comprehend them but superfici- 
ally. One should make the effort to pene- 
trate the structure of a musical work so 
as to absorb its essence. Without such an 
effort, one may be sympathetically moved 
by the appearance, the sound as such 
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and of course legitimately so but one 
will find no admission to the technique 
of combination, the truly creative ele- 
ment in Stravinsky, an element which 
he himself calls "creating order." That 
part will remain unknown to such a 
listener, as it would remain hidden in 
the case of Bach, Brahms and Haydn. 

The Symphony in Three Movements is 
surrounded by several other orchestral 
works for smaller combinations to which 
the master had felt attracted for some 
time because they appeared to him most 
suitable for the realization of his ideals 
relative to plastic design. Of these, the 
Danses Concerianies, originally planned 
as concert music, was destined for the 
dance stage; the Ebony Concerto, written 
for Woody Herman's well known band, 
is in the manner of a Brandenburg Con- 
certo for jasz ensemble; and the Con- 
certo for Siring Orchestra was dedicated, 
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in 1946, to the twentieth anniversary 
celebration of the Basel Chamber Or- 
chestra and its conductor Paul Sacher, to 
whom modern music owes so much. 
These three works, each in its own way, 
summarize early experiences and are rep- 
resentative of the mature artist. A new 
tone reigns in the Ode written in memory 
of Natalie Koussevitzky, the great con- 
ductor's wife who died during the war. 
This "elegiacal chant in three parts" for 
chamber orchestra was given its pre- 
miere by the Boston Symphony Orchestra 
on October 8, 1943. It foreshadows the 
most recent works of Stravinsky in its 
intellectualized structural design and in 
its quasi-unreal transparency of sonority. 
That an artist who had developed 
ballet music into an autonomous con- 
certed form would obtain commissions 
for the writing of dance scores is under- 
standable; nor was it surprising that they 
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came from America. Stravinsky's pre- 
dilection for the circus and music hall is 
well known. It is no wonder, therefore, 
that he was attracted to the writing of 
music even for Broadway shows, so pop- 
ular with Americans. The result is the 
Scenes de Ballei, composed in 1944 for 
Billy Rose's Seven Lively Arts and 
danced by Alicia Markova and Anton 
Dolin. This magnificent composition 
testifies to Stravinsky's sense of vitality 
and reality despite his intensive occu- 
pation with the scientific and technical 
problems of music and, as well, to that 
persuasiveness of melody which had 
characterized his earlier Russian works. 
By no means lost, Stravinsky's old love 
for the romantic ballet once more comes 
to the fore; and again he lends new bril- 
liance to the conventional forms by 
means of rhythmic ingenuity and artistry 
in construction and scoring. Just as in 
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decades past, lie shies away neither from 
trivialities nor from sentimentality; to 
him they are but material of sound which 
his intellect must transform. Stravinsky 
can write anything, even functional music 
for Broadway, and he still remains Stra- 
vinsky. That frightened Billy Rose, who 
suggested to the master that he have his 
score "gone over" by an experienced 
Broadway arranger in order to make it 
more "effective." Stravinsky was satis- 
fied, however, with the amount of bril- 
liance that he himself had been able to 
give to his music. 

These were just episodes beside the 
grandeur of the two symphonies. Three 
new more significant works were rip- 
ening in Mm. The first is Orpheus, a 
ballet in three scenes, completed in 1946, 
first performance, New York, in 1948, 
and choreographed by Georges Balan- 
chine. It is Stravinsky's latest contribu- 
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tion to the mental reconquest of An- 
tiquity and, at the same time, it is the 
purest and most successful. It seems as 
though the Metopes of Selinunte had be- 
come sonority. This amalgamation of 
gracefulness and grandeur, of monu- 
mentality and penetrating gesture, of 
elegance and acerbity, and of suspense 
and release is unique! It is easily under- 
stood that Stravinsky would not use the 
Orpheus in the Baroque disguise with a 
happy ending, but in the original version 
which contrasts the lyricism of Orpheus 
and Eurydice with the brutality of the 
bacchantes. Orpheus is lacerated by 
them after he has broken his word and, 
upon the return from Hades, has torn 
the blindfold from Ms eyes in order to 
see Eurydice. Apollo appears, seizes the 
harp of Orpheus, and raises Ms chant 
toward heaven. 
The structural organization corre- 
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spends to the strict rules of the classical 
ballet: airs de danse, pas des Furies, pas 
de deux, pas d'adaon. They furnish the 
excuse for the composer's construction of 
musical forms. They are even richer and 
more complex than those of Apollon Mu- 
sageies. The basic mood of the music 
is more serious and restrained, but never- 
theless it displays a wealth of musical 
sonorities in which the contents of each 
scene are stylized simply and conclu- 
sively. There is a hymn-like tenderness 
in the musical numbers with which the 
ballet opens and concludes. There are 
string chords and three-part scoring for 
horns, based on solemnly progressing 
tones of the harp. That instrument is used 
as a melody bearer as it had been em- 
ployed in the Symphony in Three Move- 
ments* 

There is utmost gracefulness in the 
audaciously contrived linearity of the 
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solo instruments, and there is exciting 
and at the same time well controlled 
movement in the pas des Furies, stylized 
particularly in the strings. Dignified 
melodies of Baroque, and yet again of 
modern coinage are found in the scenes 
between Orpheus and Eurydice. It was 
indeed a glorious idea to silence the 
string orchestra for one entire measure 
when Orpheus tears off his blindfold: it 
is the echo of Mozart's technique of intro- 
verted drama. There are dense poly- 
phonic movements of threatening earn- 
estness, and finally there is the mysteri- 
ous eruption of elemental powers as the 
bacchantes tear Orpheus to pieces that 
is the only moment in which the full 
orchestra is at work. 

Stylistically speaking, there are in 
addition to the formulae of the late Ba- 
roque and romantic eras frequently em- 
ployed by Stravinsky influences also 
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of Monteverdi, for the first time, and 
even of medieval composers. Stravins- 
ky's historical perspective appears ever 
more expanded. His knowledge now em- 
braces all traditions; his personality can 
unify these traditions into original works 
of art. This autonomous work Orpheus 
therein lies perhaps Stravinsky's 
greatest secret is a ballet of subtlest 
concreteness of sound gesture. Plasticity 
of dance and pantomime have gained by 
the concentration on the absolutely ne- 
cessary. 



What could have persuaded Stravinsky 
to spend precious years on the composi- 
tion of an opera? He is, after all, not a 
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mime and not a dramatist. The essence 
of the dramatic is foreign to an artist of 
Ms esthetic ideals. In fact he dislikes the 
drama: no inward restlessness for him, 
no conflicts pregnant with suspense and 
psychological interpretation, no expres- 
sion of pathos per se! Yet without a 
doubt he has a very strong feeling for 
the stage, or perhaps rather for the op- 
portunities offered to a musical mime. 
His only and unique relation to the stage 
lies therefore in the ballet. He came from 
the choreographic drama to the classical, 
strict, formal ballet, and from there con- 
quered additional forms of the stage such 
as the scenic cantata, the pantomime 
drama, the scenic oratorio and the choreo- 
graphic melodrama. 

He was perhaps attracted to the opera 
because he wanted to contrast the cus- 
tomary musico-dramatic type with one 
purely musical or because he attempted 
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to find a solution in the present day con- 
fusion of operatic esthetics, a solution 
which in its own way was definitive and 
logical in the extreme. There had been 
no definite solution since Debussy's Pel- 
leas and Mellsande, and even Richard 
Strauss, the greatest creator of opera in 
our time, had wavered between the music 
drama and the musical opera, the opera 
for musicmaMng. Recent opera com- 
posers had selected elements most suited 
to their dramaturgical plans from the 
heritage of music drama and verismo, 
from the old "number opera" and choreo- 
graphic pantomime. 

Stravinsky's central problem lies in 
formal organization. For that reason only 
the "number opera" could attract his 
fancy, for it is one in which he could 
make music, as he said himself with 
respect to Hie Rake's Progress, This 
work then, too, is narrative theatre, a 



159 



HETNRICH STROBEL 



picture sequence of three times three 
scenes in which librettists W. H. Auden 
and Chester Kallman transfer Hogarth's 
grandiose cycle of the Kate to the oper- 
atic stage. The cycle deals with that 
wasteful libertine who ends in misery 
and poverty through Ms own fault. 

As compared to Hogarth's character of 
the London picture series, the opera's 
Tom Rakewell, but a weak and undecided 
boy, acts not from his own temperament 
but is pushed by Nick Shadow, a Me- 
phistophelean gentleman with buffo an- 
tics. Of what is Mr, Rakewell guilty, if 
in the end he is destroyed like Don Gio- 
vanni? He escapes from the Philistine 
provinces into the big city. He runs away 
from Ann, his fiancee, a provincial and 
sentimental girl. He throws himself, 
against Ms will and almost in disgust, 
into the arms of Mother Goose, the owner 
of a London brothel which Stravinsky 
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strips of any sensuousness whatever. 
Again against Ms wishes, Tom marries 
Baba the Turk, a bearded lady of the 
circus. He invents a machine which by 
means of a wheel can transform stones 
into bread, a truly harmless pleasure. In 
order to get our good Tom into an institu- 
tion in the end, there is nothing left to 
the authors but to take refuge in the old 
operatic device of the magic curse by 
which Tom, impoverished, becomes in- 
sane while longing for his Ann.- 

We must ask forgiveness for a some- 
what ironic description of a libretto, 
the dramaturgical weaknesses of which 
could certainly not have escaped a man 
of Stravinsky's intelligence. These de- 
ficiencies interested him little, however, 
for the book was just pretext for writing 
a bel canio opera. The Rake's Progress 
means triumph of melody in which Stra- 
vinsky sees the vitality of musical art. 
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Modern music, as he saw it, had not pro- 
duced a novel type of caniabile, therefore 
Stravinsky for decades had remained 
faithful to the art of the great Italian 
melodists, an art truly corresponding to 
his own. "Je suis le fiance de la musique 
italieime," he had told Roland-Manuel as 
early as 1920. As a melodic work, The 
Rake's Progress is unique and simply 
unsurpassable. 

Bright "investigators" may mark with 
the red pencil of their musico-historical 
training that this snatch is derived from 
Mozart, that a steal from Verdi, that this 
is Rossini and that Offenbach, this Weber 
and that Tchaikovsky all of these 
musicians indeed are cited. But they 
must not forget that Mozart, too, as 
modern research has proved, used older 
sources as well as formulae of Ms own 
period for the basic motives of his melo- 
dies. So did Verdi. All that matters is 
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what composers can do with borrowed 
snatches. Stravinsky makes Stravinsky 
of them. The unique vocal charm of this 
opera derives from the fact that the melo- 
dies always remind the listener of some- 
thing seemingly known; in reality they 
are arbitrarily deflected also rhythmi- 
cally. They betray the disgust with senti- 
mentality which had been typical of Stra- 
vinsky from the outset. 

Similar to that of Mavra Jisympny 
here is based mainly upon tonal chords 
with strangely "fluorescent" neighboring 
tones, steady dislocations in the metrical 
scheme and,, last but not least, the ^ever- 
changing color of instrumentation. In 
this complex score one will never find 
the regular sequence of four measure 
periods forming the tradition of classical 
construction. Syncopations, expansions, 
contractions and surprising changes of 
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note values lend tlie superficially even 
flow of music a strange inner excitement. 
Add to that the peculiar distribution 
of accents in the accompaniment which 
often appears as stereotyped as in old 
operas! Upon close inspection, however, 
we realize that Stravinsky always makes 
little changes, sometimes hardly per- 
ceptible, in both heavy and light parts 
of the measure, employing rests in places 
normally demanding accentuation, and 
accenting on the other hand, however 
light, weak measure beats. There always 
seems something in discordance with the 
customary scheme of things. Every note 
of the score reflects Stravinsky's original 
signature; he has worked it out with the 
artistry of a engineer whose metier con- 
sists of utilizing the most clever tech- 
niques and yet of knowing how to con- 
ceal them. The unheard-of wealth of in- 
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vention in The Rake's Progress is fully 
revealed only under the microscope. 

But in this epoch fond of superficiality 
who wants to waste energy in the study 
of such minute details of a musical work 
of art? Today one is perhaps willing to 
investigate the merely mechanical func- 
tioning of twelve-tone rows; but the ex- 
ploration of how a living artistic organ- 
ism functions is nothing which would 
concern most critics of The Rake's Pro- 
gress. Such exploration, of course, would 
demand too great an effort. In particular 
it would require empathy a feeling for 
the composer's creative fantasy and ima- 
gination. 

And all that has been said about the 
structure of the small forms may be ap- 
plied to the construction-at-large. There 
is no stereotyped scheme in the total or- 
ganization, nor is there routine in the 
succession of forms. With a mas- 
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tery veritably incomparable, Stravinsky 
breaks through the closed "numbers" of 
the works by means of small inserts, re- 
citatives, abrupt changes of tonality or 
motion. Especially a large, complete 
"number," such as the scene of Ann's 
aria concluding the first act, is a proto- 
type of Ms architectural artistry. 

The total organization of the opera is, 
in accordance with the subject matter, 
one of steady crescendo. First there is 
but one vigorous accent: that picture re- 
plete with circus temperament in Mother 
Goose's establishment. In the second act, 
however, there are several climaxes: the 
meeting of Tom Rakewell with Ann in 
front of his London villa (duo); the pom- 
pous appearance of the Turkish Baba, 
stylized, not without irony, through 
solemn rhythms; and finally, the furious 
outburst of the clucking, chattering, pro- 
verbially stupid Baba. 
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The auctioning off of RakewelTs effects 
with which the third act begins might 
perhaps better be placed at the end of 
the second act, even though that might 
entail a change of proportions. This great 
buffo "number," including its lyrical 
intermezzi, is one of the most original 
sections of the opera, full of humor and 
wit and pregnant with bubbling vitality. 
From it the scene changes to the cemetery 
where Nick Shadow ejaculates his magi- 
cal curse on the desperate RakewelL 
Demoniacal operatic theatre is not ex- 
actly Stravinsky's forte. He solves that 
problem in his own manner. He allows 
the dramatic dialogue of the two actors 
to be accompanied only by the harpsi- 
chord while framing it with larger musi- 
cal numbers. The forms are contracted 
in accordance with the dramatically ex- 
citing events. In the last picture, con- 
taining scenic references to sentimental 
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operatic devices and showing the last 
meeting of the Rake with Ann in the 
asylum as well as his death, recitatives 
and small numbers crowd each other. 

We do not share the often stated opin- 
ion that this final picture, because of its 
supreme emotional effectiveness, is also 
the musical climax of the work. We par- 
ticularly admire the manner in which 
Stravinsky understands how to stylize 
musically with most economical means. 
The combination of shuddering natural- 
ism and sentimentality in this scene is 
not close to Stravinsky's temperament. 
However we are charmed and each time 
anew by the Epilogue filled with that 
spiritual abandon which one can easily 
consider the purest expression of Stra- 
vinsky's mature personality. 

The world premiere of The Rake's Pro- 
gress took place in Venice in the autumn 
of 1952, and it was first performed at 
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the Metropolitan Opera House the fol- 
lowing February. 

Preceding the opera, Stravinsky com- 
posed a most original work which stands 
at the beginning of the latest phase of 
his rich productivity: the Mass. Latest 
phase? For the time being, of course, 
because one never knows what flight di- 
rection his incessantly searching imagi- 
nation will take. Just as The Rake's Pro- 
gress, the Mass is also written on his own 
initiative, and that gives the work a spe- 
cial significance. It is beyond previous 
experiences. One can, for that reason, 
make no comparison whatever with the 
Symphonic des Psaumes for that oeuvre 
is a concert work, while Stravinsky in 
composing the Mass thought of its litur- 
gical use. Therefore we find here concise- 
ness and relative simplicity of the choral 
setting. 

The diatonic manner of writing, which 
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for some time had been the label of Stra- 
vinsky's music, is here still f urther sim- 
plified, which, of course, does not exclude 
sharp clashes of sound produced prim- 
arily by the combination of the four-part 
chorus with an orchestra of two oboes, 
English horn, two bassoons and three 
trombones. Stylistically speaking, the 
Mass is based upon a strange amalgama- 
tion of syllabic choral setting with the 
melodies revolving around small inter- 
vals, and all belonging to the realm of 
Greek Orthodox chanting. 

Stravinsky not only avoids any musical 
exegesis of the text of the Mass which 
in his case is understood but he equally 
avoids recitation in accordance with the 
meaning of language. The strange j>ji- 
entaL. impression of the music derives 
from the emphatic and well thought-out 
accentuation of the light syllables of the 
words, developed to the minutest detail. 
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Of oriental provenience also are the 
strange ornaments of the solo voices as 
they occasionally emerge from the syl- 
labic choric articulation. In the Mass 
stubbornness of sonority is coupled with 
transcendency of sound in the most origi- 
nal manner. There are just a few forte 
passages. Therefore words like "Sanctus" 
or "ecclesiam" terrifyingly jump out of 
the psalmodic repose, and only once are 
chorus and wind instruments combined 
in fullblast sonority, in the Hosanna 
and even there only for a few seconds. 

The Mass leads directly to the most 
recent compositions Stravinsky has pub- 
lished, the Cantata, the Septet/ the Shake- 
speare Songs/ and In Meznoriam: Dylan 
Thomas* The seventy-year-old artist now 
concerns himself with chamber music 
forms of special instrumental combina- 
tions. This turn toward concisely con- 
structed works for but a few vocal and 
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instrumental parts is, like everything else 
in Stravinsky's writing, based upon pre- 
ceding development. We have already 
discussed his predilection for solo group- 
ing of instruments of the orchestra. The 
more the "line" in music became of inter- 
est to him, the more independent became 
his solo parts, whether they complement 
each other in a virtuoso or in a polyphonic 
context. He no longer thinks primarily 
of the play with sonorities, but of the in- 
tellectual epitomization of melodic and 
rhythmic substances by means of linear 
structures. 

All techniques of polyphonic imitation 
and canon with rhythmic abbreviations 
or extensions are applied, and all the 
devices of the dodecaphonic technique, 
such as inversion and cancrlzans, are 
utilized, and at the same time such de- 
vices are captured in a light and loose 
context of sound. Actually few listeners 
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will hear all that is concealed in these 
scores in the way of inventiveness, power 
of combination and mastery in construc- 
tion. 

In contrast to many a young composer 
who, following von Webern, is so ab- 
sorbed in the perfect functioning of his 
series that he forgets the sound, or at 
least melody and rhythm, Stravinsky is 
always and above all the musician. He 
knows that melody must not cease to 
play the dominating role in a symphony. 
He is well aware of the fact that a musi- 
cal form cannot exist without a clear 
rhythmic organization perceptible to the 
ear. Perhaps this is the most admirable 
aspect of the most recent works of the 
master. He knows how to combine ex- 
treme poly-melodic and poly-rhythmic 
contexts with the plasticity and logic of 
musical sound. Of course, one must not 
think of more or less artificial acoustical 
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sensation in this respect, but rather of 
the sound ideal of the mature Bach or 
that of medieval masters. 

It is absolutely commensurate with 
Stravinsky's most recent efforts that in 
an ever-increased manner he would util- 
ize for instance in the Septet and In 
Memoriam rows (series) in the manner 
of the twelve-tone technique. Whenever 
he does, he does not work with that tech- 
nique dogmatically, and frequently he 
is satisfied with a series of eight tones 
or less which, even if they do include 
several chromatic steps, are always re- 
lated in their compositional basis of refer- 
ence to poles of tonality. As a matter of 
fact, the tonality references of an entire 
composition are particularly clearly pro- 
nounced in his latest works. There is no 
doubt that Stravinsky in this blend of 
tonality and "reduced" technique of 
series has advanced music, that he has 
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made a step of historical importance of- 
fering an "exit" from the confusion pre- 
valent today. 

The Cantata is for soprano, tenor, 
women's chorus and an instrumental en- 
semble of two flutes, oboe, English horn 
and cello. The poems are anonymous, 
from the fifteenth and sixteenth centu- 
ries. Between a four-times repeated, very 
simple, dirge-like refrain of the chorus 
we find a ricercare for soprano solo and 
tenor solo plus a duo of the two soloists, 
"Western Wind," the nervous excitement 
of which forms the most surprising con- 
trast to the calm restraint of the rest of 
the Cantata. The Septet for clarinet, 
horn, bassoon, piano, violin, viola and 
cello is in three movements. A concer- 
ianie movement is succeeded by an as- 
cetic passacaglia, the theme of which is 
transformed into an extremely artistic 
gigue with reference to a series. 
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The three Shakespeare Songs, for 

mezzo soprano, flute, clarinet and viola, 
join the eighth sonnet of the English poet 
with two brief fragments from The Tem- 
pesi and Love's Labour's Lost. Strongly 
linear treatment in four part writing is 
juxtaposed to the Stravinskyan brand of 
transparent sound, but so that even ttie 
descriptive associations are captured in- 
cluding all their poetical meaning, like 
the "ding-dong" of the bell of the water 
nymphs and the cuckoo call so beloved 
in old music. There are no hollow ab- 
stractions, and sonority is again the alpha 
and omega of this music which represents 
the intellectual epitomization of Stra- 
vinsky's late style. 

In Memorlam: Dylan Thomas was 
written by Stravinsky in memory of the 
young English poet who died recently 
under tragic circumstances. The juxta- 
position of tenor solo, four trombones and 
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solo string quartet is reminiscent of the 
Ars Antiqua of the thirteenth century, 
and Stravinsky's music reawakens its 
spirit of pedestrian-like acerbity; two 
canons frame a new canon, a song for the 
tenor accompanied only by strings. The 
melody of this song is of purely instru- 
mental character. The composition has 
for its basis a series composed of but a 
few tones; the row consists of major and 
minor seconds and a minor third. The 
result is a chromatic character, more par- 
ticularly a static chromaticism plus 
plastic melodic design, almost the oppo- 
site of von Webern's aphoristic expres- 
sionism. 

In the most recent works Stravinsky 
uses a minimum of orchestral means and 
sound material in order to obtain the ui> 
most in logical construction and factual 
statement. With such minimum he 
achieves a maximum of intellectual con- 
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centration, the phenomenon of music per 
se and, at the same time, the substratum 
of Western musical thinking. 

Our brief commentary on the most 
recent phase of Stravinsky's composition 
may be most aptly concluded by some 
sentences which the reader will find at 
the end of the third chapter of his Poetics: 
"The creator's function is to sift the ele- 
ments he receives from the imagination, 
for human activity must impose limits 
upon itself. The more art is controlled, 
limited, worked over, the more it is free. 
As for myself, I experience a sort of 
terror when, at the moment of setting to 
work and finding myself before the infini- 
tude of possibilities that present them- 
selves, I have the feeling that everything 
is permissible to me. If everything is 
permissible to me, tiie best and the worst; 
if nothing offers me any resistance then 
any effort is inconceivable, and I cannot 
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use anything as a basis, and consequently 
every undertaking becomes futile. 

"What delivers me from the anguish 
into which an unrestricted freedom 
plunges me is the fact that I am always 
able to turn immediately to the concrete 
things that are here in question. I have 
no use for a theoretic freedom. Let me 
have something finite, definite matter 
that can lend itself to my operation only 
insofar as it is commensurate with my 
possibilities. And such matter presents 
itself to me together with its limitations. 
I must in turn impose mine upon it. So 
here we are, whether we like it or not, 
in the realm of necessity. And yet which 
of us has ever heard talk of art as other 
than a realm of freedom? This sort of 
heresy is uniformly widespread because 
it is imagined that art is outside the 
bounds of ordinary activity. Well, in art 
as in everything else, one can build only 
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upon a resisting foundation: whatever 
constantly gives way to pressure, con- 
stantly renders movement impossible. 
My freedom thus consists in my moving 
about within the narrow frame that I 
have assigned myself for each one of my 
undertakings. 

"I shall go even further: my freedom 
will be so much the greater and more 
meaningful the more narrowly I limit 
my field of action and the more I sur- 
round myself with obstacles. What- 
ever diminishes constraint, diminishes 
strength. The more constraints one im- 
poses, the more one frees one's self of 
the chains that shackle the spirit." 
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APPENDIX 

1) "Expression has never been an inherent property of 
music. That is by 710 means the purpose of its existence. 
If, as is nearly always the case, music appears to express 
something, this is only an illusion and not a reality. It is 
simply an additional attribute which, by tacit and inveter- 
ate agreement, we have lent it, thrust upon it, as a label, a 
convention-^ in short, an aspect which, unconsciously or by 
force of habit, we have come to confuse with its essential 
being." 

2) "a driving-force in every kind of human activity, and 
is in no wise peculiar to artists. But that force is only 
brought into action by an effort, and that effort is work. 

3) "Before tackling the Sacre du Printemps, which would 
be a long and difficult task, I wanted to refresh myself by 
composing an orchestral piece in which the piano would 
play the most important parta sort of Konzertstiick. In 
composing the music, I had in my mind a distinct picture 
of a puppet, suddenly endowed with Ufe, exasperating the 
patience of the orchestra with diabolical cascades of 
arpeggi. The orchestra in turn retaliates with menacing 
trumpet-blasts. The outcome is a terrific noise which 
reaches its climax and ends in the sorrowful and querulous 
collapse of the poor puppet. Having finished this bizarre 
piece, I struggled for hours, while walking beside Lake 
Geneva, to find a title which would express in a word the 
character of my music and consequently the personality of 
this creature. 



"One day I leapt for joy. I had indeed found my 
Fetrouchka, the immortal and unhappy hero of every fair 
in all countries" 

4) "What fascinated me in this verse was not so much the 
stories, tohich toere often crude, nor the pictures and meta- 
phors, always so deliciously unexpected, as the sequence 
of the words and syllables, and the cadence they create, 
which produces an effect on one's sensibility very closely 
aJdn to that of mustc." 

5) "What a joy it is to compose music to a language of 
convention, almost of ritual, the very nature of which im- 
poses a lofty dignity! One no longer feels dominated "by 
the phrase, the literal meaning of the words. Cast in an 
immutable mold which adequately expresses their value, 
they do not require any further commentary. The text 
thus becomes purely phonetic material for the composer. 
He can dissect it at will and concentrate aU his attention 
on its primary constituent element that is to say, on the 
syllable. Was not this method of treating the text that of 
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the old masters of austere style? This, too, has -for cen- 
turies been the Church's attitude towards music, and has 
prevented it from, falling into sentimentalism, and conse- 
quently into individualism.*' 

6) "When, in my admiration for the "beauty of line in 
classical dancing, I dreamed of a ballet of this kind, J had 
specially in my thoughts what is known as the 'white bal- 
let/ in which to my mind the very essence of this art re- 
veals itself in all its purity. I found that the absence of 
many-colored effects and of aU superfluities produced a 
wonderful freshness. This inspired me to turite music of an 
analogous character. It seemed to me that diatonic com- 
position was the most appropriate for this purpose* and 
the austerity of its style determined what my instrumental 
ensemble must be. I at once set aside the ordinary or- 
chestra because of its heterogeneity, with its groups of 
string, wood, brass, and percussion instruments. I also dis- 
carded ensembles of wood and brass, the effects of which 
have reaUy been too much exploited of late, and I chose 
strings. 

The orchestral use of strings has for some time suffered 
a sad falling off. Sometimes they are destined to support 
dynamic effects, sometimes reduced to a role of simple 
**colorists." I plead guilty myself in this respect. The 
original purpose of strings was determined in the country 
of their origin Italy and was first and foremost the cul- 
tit?atCon of canto, of melody; but this, for good reasons* has 
been abandoned. ... It seemed to me that it teas not only 
timely but urgent to turn once more to the cultivation of 
this element from, a purely musical point of view.** 

7) **by their i*ery nature give the piece that aspect of 
caprice from which it takes itsr name. 

There is little toonder that, while working at my 
Camiccio, I should $nd "my thoughts dominated by that 
prince of music. Carl Maria wn Weber, tohose genius ad- 
mirably lent itself to this manner. Alas! no one thought 
of caHing Mm a prince in his lifetime/'* 

8) **J had always been- afraid of the difficulties of French 
prosody. Although I had been living in France for twenty 
years, and had spoken the language from childhood, I had 
until now hesitated to use it in my music. I note decided 
to try my hand, and was more and more pleased as my 
work, proceeded. What I most enjoyed was syllabifying 
the music to French as I had done for Russian in Les 
Noces, and for Latin in Oedipus Hex.** 

9) "as tt would maJce me aw>id a routine technique, and 
toould git>e rise to ideas tuhich -mould not be suggested by 
the famXRar movement of the fingers.'* 
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